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CHAPTER l(i) 
INTRODUCTION 
The art of India is a unique chapter in the history of human 
endeavor, it is essential to have some endeavor and appreciation 
of it in order to understand the soul of India. Art holds up a 
mirror to all that the country has stood for through the ages. The 
richly felt and excellent expressed art creations of India provide 
an infinite range of material for a sympathetic study of his 
religious thought and emotions. The creative quality of the India 
genius is beginning to be known betters through his heritage. 
Art is a medium through which an artist expresses his 
feeling, emotions, sentiments, ideas, imaginations. Art is an 
effective source by which artist convey his message and bring 
into limelight various crucial problems of society, and seeks their 
solutions. An artist is a product of a society and his art is 
considered as a mirror of that society. In every age and stages 
may thinkers and artist try to express themselves according to the 
need of the time. Indian artist has its own background, style, 
attitude choice, temperament, like other artist of different 
countries. 
[2] 
The word 'Art" comes from Latin term meaning "skill, way, 
or method". In ancient time and during the middle ages all kinds 
of trades and professions were known as arts. The liberal arts of 
the medieval curriculum including the music but the mechanical 
art like painting, sculpture and architecture were not included. 
Since mechanical art involved making objects by hand, from the 
15th century the term 'art" has-taken its principles characteristic in 
the most societies as the requirement of aesthetic appreciation 
distinguished from utility though its primary purpose is shelter 
and surely. According to Plato "Art is the imitation of the 
imitation of the truth"' 
It is said that all human experience can be embodies in 
works of art, we have than to asks "whose exper ience"? 
Obviously, the artist experience. The work inevitably includes 
some references to the artists existence, but often it is seen that 
artist approach and thinking count most. 
Art is a form of communication and obeys its OWTI laws. As 
in language the creator is free to invent new forms and 
techniques through which he conveys his ideas, message, the aim 
of art being expression, work of art are not just descript ive 
records of life, on the contrary each object is a dynamic new 
reality, increasing life and the areas of our perception. The forms 
[3] 
taken by an importance of the art work, the work of art is the 
result of its birth from the ar t is t ' s mind, ideas , opinions, 
emotions, expressions, a mind influenced by manifold experiences 
and also by irrational and sub-conscious elements older than the 
individual himself. The elements which go to make a work of art 
we thus selected from vast possibilities, and grow together is an 
inevitable relationship, this new metamorphosis of matter as art 
is the work of a human being, and society.' 
The Indian plastic and pictorial arts of unimaginable antiquity, 
have over the millennia and up till the present day continuity that 
has survived every historical socio economic and political 
development to produce an art that is specifically Indian. In this 
process, the history and characteristic features of the art will be 
seen to have played a singularly important role. 
On occasions come in our history when the consciousness of 
large multitude becomes suddenly illumined with the recognition of 
something which rises for above the triviality of daily happenings, 
such on occasion there was when the voice of Buddha reached 
distant shores across all physical and moral impediments. Then 
our life and our world found their profound meaning of reality in 
their relation to the person who offered us emancipation of love, 
and men, in order to make great human exper ience ever 
[4] 
memorable, determined to do the impossible: they made rocks to 
speak, stones to sing, comes to remember, the cry of joy and 
hope took immortal forms, along hills and deserts, across barren 
solitude's and populous cities. "Such heroic activity over the 
greater part of the Eastern continent clearly answers the question: 
What is arts? Art is the response of man's creative soul to the 
call, of the real."' 
Therefore, when we talk of such a fact as Indian Art it 
indicates some truth based upon the Indian tradition and 
temperament. At the same time we must know that there is no 
such things as absolute caste restriction in human cultures: They 
ever have the power to combine and produce new variations, and 
such combinations have been going on for ages processing the 
truth of the deep unity of human psychology. It is admitted that 
an Indian Art. the Persian elements found no obstacles and there 
are signs, of various other alien influences China and Japan have 
no hesitation in acknowledging their debt to India art their artistic 
and spiritual growth of life. Fortunately for our civilizations, all 
such intermingling happened when professional art critics were not 
rampant and artists where not constantly nudged by the warning 
elbow of classifiers in their choice of impression. Our artist were 
never tiresomely reminded of the obvious fact, that they were 
Indian and in consequence they had the freedom to be naturally 
[5] 
Indian in spite of all the borrowings that they indulged in. 
But the individual mind according to its temperament and 
training has own recognition of reality in some of its special 
aspects" we can see from the Gandhara figures of Buddha that 
the artistic influence of Greece put its emphasis on the scientific 
aspect, on anatomical accuracy, while the purely Indian mind 
dwelt on the symbolic aspect and tried to give expression to the 
soul of Buddha, never acknowledging the limitations of realism. 
To the adventurous spirit of the great European sculpture, Rodin 
the most significant aspect of reality is the increasing struggle of 
the incomplete for its freedom from the fetters of imperfection^, 
where as before, the naturally introspective mind of the Eastern 
artist the oral appears in its ideal form of in its ideal form of 
fulfillment. 
The art of painting is India has been known as through two 
principles developments first developed the cave pa in t ings . 
Buddhist frescoes of the first century of the Christian and the 
later medieval miniatures. 
Indian art remained a collective expression of the racial 
experience of the people. India has manifested a peculiar genius 
to assimilate and absorb foreign elements so well as to leave 
hardly any trace of the original influence in shaping the social 
[6] 
order, culture and art of India The process of absorption and 
giving a 'new look' to the older features was long one extending 
from the Vedic age for down into the medieval period of Indian 
history. 
The tradition of painting in India is made up mainly with the 
tradition of miniatures painting and that of mural painting, the 
miniature tradition began by 9th and 10th centuries. The mural 
tradition had begun earlier to it. The modem easel painting which 
started to appear in India about the middle of 19th century that 
time Indian painting influenced European painters had standardized 
space with geometrical perspective, the figure with anatomy and 
success ion of painters down to Rembrandt had helped to evolve 
the related techniques of drawing and colouring. Raja Ravi Verma 
developed a proficiency in them and went to on to became the 
first major modern painting in the country. The new concept of 
space. The definition of objects and statement of the human 
subject, all of which go to define the new 'Realism", showed in 
Rave Verms's work with traditional views and norms on these 
matters. 
The Bengal movement initiated the struggle gain mastery over 
the new medium. In the work of the Bengali painters and that of 
many other. One has only to consider the work of a painter like 
[7] 
Husain during to parties to get an idea of the technical 
proficiency Indian painters had realized in the new medium. 
Along with this achievement the radical vision the new 
' r ea l i sm ' implicit to the European techniques came to be 
accommodated in the country. Indian painters abandoned religion 
and mythology and turned to earthy subject of more immediate 
experience.'^ The contemporary art any given time in the last 
twenty years is likely ot have found it very miscellaneous. 
Art produced since 1947 could be divided approximately into 
three sequential categories in an attempt to reduce it to arbitrary 
order. The group o artists prominent in the 1940s and 50s are 
now a senior generation, who can be called 'painters of the 
transition". They carried over into their art the romanticism of 
preceding period though the subject matter was generally drawn 
from the life of the people, to romantic genre art with a 
pendency to pain in a style influenced by tempera painting. The 
subject matter in this phase is of some importance, it shows as 
idealization of the ordinary, that is a certain amount of st>iization 
and attenuation and pollination of Quito ever>' day themes.^' some 
members of the 'Progressive Artist Group' responded to his work. 
Husian was granted membership from 1947 onward there was no 
looking back, Souza. Raza both Nobel Indian painters now 
[8] 
working and Husains true peers in those days 
While other artists where engaged to recover or recognize 
there traditional art form We can sa\ that time painters as young 
generation like Souza. Raza. Husain. introduced a more mature 
and modern outlook with the knowledge classic art 
Briefl>. in speaking of Indian art. should be remembered that 
It is the art of a vast continent and has a long history with well 
developed conventions Therefore, it would be wrong its character 
and qualities ^ 
It IS confirm that India Art moment was born out of the 
cultural regeneration and part of nationalist Bengal school of artist 
works were almost excepted But slowK the bias that gave a 
dominant nationalist overone to art exposed to the jungus of a 
strange approachial nationalism"'" The modern painter display their 
work of traditional art like Myths epics, social and cultural in 
the modern environment 
The earl) history of India is well known to the student, and 
since except for the entireK distinct remains of the Indus valley 
civilization the records of the anistic achievement of any period 
before the third centur> B C are ver> scant>, we need not dwell 
on the earlier countries, except to trace briefly the significant 
[9] 
religious developments, Hinduisms. Jainism and Buddhism, which 
were served by the artists of later times. 
Indian Art did not develop under the British but they helped 
both directly and indirectly rediscover Indian cultural heritage. The 
British rule and the spirit of nationalism which come in its wake 
made the Indian leaders prove deep into their history. Which has 
resulted in an appreciation and removal of the past. 
[10] 
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CHAPTER 1 (ii) 
AN mXRODUCTION TO CONTEMPORARY 
INDIAN ART 
Art is the product of human mind. The artist is a creator. 
Art can functions revelation expression, coordination synthesis, 
analysis, geometrical harmony. The created object, with intrinsic 
and organize relation to tradition and individual talent, is art 
tradition. I mean the knowledge of the craft which the artist 
practices. The awareness of the tradition in an artist, therefor, 
is different from the knowledge of tradition in a layman who 
is aquainted with the history of art. Tradition for an artists an 
organic entity changing and developing with growth. We judge 
art, and artist, by achievement, not his aims, from the 
ascendancy of mind over matter. The function of the subject, 
of art is to create or to depict form, prior to and inoperable 
form, the movement and the process of creations or making. 
There is the craft, the materials and the inspiration. In a super 
realist principle of selection and fusion these combine to make 
from the experiences communicated by a work of arts as form, 
is not necessarily the experience of the artist which is 
objectified in the act of formalisation.' Between the first 
[12] 
stroke and the signature signifying complete articulation, there 
is a process of selection, stress, organization before the 
subjective desire. 
Influence generated by the indigenous art of India 
contributed a distinct strain to modern Indian anointing over a 
period of roughly half a century, arising in a period of 
eclecticism as experiment. The folk in severe style became 
very acceptable for a time through it which is now superseded, 
by more mordern forms. 
The cardinal paradox of contemporary India art is that it 
is not lineally descended from the historical Indian tradition. 
Traditional Indian painting staggered to a fines at the court of 
the Sikh rules of the Punjab around 1850; and Indian sculpture 
had ceased to be a living art by long discussion. The 
Muslim dominion of the India fostered the architectural 
expression to the total exclusion of the sculptural; Indian 
sculpture, basically religious in its inspiration, became an 
idolatrous irrelevance. Beyond the frontiers of Muslim rule in 
the south, the Indian sculpture tradition lingered, feebly 
sustained by languishing patronage, but the Mughal interregnum 
did not outlaw the traditional painting of India. The Persian 
idiom from which Mughal painting was sprung, in its 
calligraphic drawing and patterns of brilliant opaque pigment, 
[13] 
was not for revoked from the indigenous expression of 
contemporary Rajasthan. located chiefly in Jaipur, Bikaner, 
Jodhpur and Udaipur. This Kingship of formal vocabulary and 
common repertoire of conventional motifs induced a synthetic 
style of painting at the court of Akbar; painter from Rajasthan 
become ornaments of his atelier. The princely court, and not 
as the religious shrine, became the focus of artistic actively 
the indigenous expression flourished notwithstanding the exotic 
interlude power declined the painters of Rajasthan settled in 
migratory islands across the sub continent. In Lucknow and 
Patna. Tanjore and Musore and Maharashtra, the Indian painting 
rehabilitated itself. But its most resplendent expression was in 
the fortresses of the Punjab Himalayas, in Nurpur, Basohli, 
Chamba. Jammu and Kangra paintings collectively famed as the 
'Pahari" or Mountain school. It reached its apogee in the 
work of Molaram, after his death in 1833 Pahari Painting, 
bereft of enlightened patronage, tampered to a dull extinction in 
the Sikh court at Lahore in the 1850. 
"Briefly in speaking of Indian art, it should be 
remembered that it is the art of a vast continent and has a 
long history with well-developed conventions. Therefore it 
would be wrong to generalize or to limit its character and 
qualities."-
[14] 
Several factors are behind this compulsion for self 
discovery which are of a complex nature, almost intractable in 
respect of an intensely sensitive individual as an artist. How 
much of the contemporary urge owes to mere reaction, to 
comparison, trial and rejection to genuine, irrepressible 
promptings from with in, is hard to say/* 
A few facts are however, clear , The journey towards 
and along the west, however invaluable it may have been 
otherwise, no longer holds promise and has last its meaning . 
It is time for pause and perhaps, a relate and with our regret 
The artist today is better equipped and is in a better 
perspective to look for his bearings, matter was ahead of the 
spirit and position is now on the reverse the technique, the 
process, the material, has loosened its supreme demand and 
severity of its grip.^ It is not a question of 'Art' but living a 
thought, of a life through art. It would not again be a revival 
of the Bengal School or the grfting of folk art on urban earth 
as traditions. 
Thus the Bengal school matured in reaction to these 
and a few other efforts. The consolidation of this movement 
occurred during the Swadeshi Movement, means an in built 
non-artist criterion was established within art. This would 
sooner or later artistically fossilize the movement. However, for 
[15] 
the first time, the movement gave rise to an infrastructure 
separate for British patronage. Various means of discussing and 
disseminating artistic ideas were growing by its counter colonial 
structures. The artist of the Bengal school includes, Nandalal 
Bose. (1882 - 1966). K. Venkatappa (1887 - 1963), 
Samarendranath. Gupta (1887 - 1964), Asit Kumar Haider 
(1890 - 1964), K. Mazumdar (1891 - 1975) Sarada Ukil (1892 
- 1940) and M.A. R. Chughtai (1897 - 1975).' 
The early sources of inspiration for the art of Bengal 
school came from the frescoes at Ajanta and Bagh, Persian, 
Mughal, Rajput and Pahari miniatures and the Silpa Sastras's. 
East Asian calligraphic technique, especially worked on Chinese 
scroll and Japanese woodcuts, were also key series, which 
fused with are taken from Indian classical mythology and 
religion.*^ These contemporary painters preferred medium to 
used water colour, ink and tempera, rather than oil colours, 
and they generally preferred a small format. No Japanese 
inspired 'wash' technique applied to the contemporar>' paintings 
given a mystic sense, traditional trend, and legendry of Indian 
culture of space and atmosphere, soon the Bengal school, in 
consolidating its rebellion, became close to other sources of 
inspiration and oblivious to contemporary' Indian values. 
In Bombay, the influence of the Bengal school increases 
[16] 
very marginally after the appointment of Gladstone Solomon as 
Principle of J J. School. "Unfortunately this vision became a 
rigid and lifeless orthodoxy by the 1920s. Thus the area v^ as 
also open to the influence of the Bengal School as a parallel 
movement developed due to the presence of artists such as 
Samendranath Gupta, M.A. R. Chughtai and Roopkrishan. 
among other. Roopkrishna was also one of the first Indian 
contemporary Indian artists to have studied and lived in Paris 
during the 1920 to bring back many influential ideas regarding 
European modernism and its applicability with in the India 
milieu 
Before 1947. India was under British Empire and this 
effected the Indian artists as well as Indian art. Starting from 
1940 Indian stopped the imitation of European style and begin 
to follow the historical development of our own specially the 
work was started from the Calcutta's Modern school. The 
writer Coomarswamy has always appreciated the Bengal school 
painters for their true Indianness and immediate relevance. For 
this change credit should go to E.B. Havell. who was always 
against the English system of art education that is being 
introduced in India by British rule Havell was deeply sorry for 
the decay of Indian style of Art and he fully blamed the 
administration of that period. Because of ruling race which 
[17] 
was more powerful and dominating Indian art, has always been 
inferior to that Europe. 
Havel! started making aesthetic prepositions in order to 
save Indian art and culture from the humiliation of being 
crushed under the wheel of British academic rule. Expressing 
the depth and significance of Indian,, he says "Indian art is 
essentially, idealistic, symbolic and transcendental. Indian Art 
he continues applies only to the imagination, and streaks to 
realize the spirituality and abstraction of a supar terrestrial 
sphere."^ Havel 1 writings has created solid impact and it had 
led to requestioning and reassesing the art situations prevailing 
art under British. When Coomarswamy responded to Havell 
views, the issue to shape into revitalizing and rehabilitating 
Indian art, Havell to inspired with 17th century paintings of 
Mughal and Hindu tradition. 
He worked as principal of Madras school of art from 
1884 to 1886 and there after he was transferred to Calcutta. 
"Being a real teacher and an art critic inspite of being a 
Britisher he said that the way western art being introduced 
here forcefully and method there of is wrong because in the 
basic style of an Art."** 
Subject of Indian painters are of Indian history, Romance 
and epic, the mythology and religious literature as well as 
[18] 
from the life of common people. 
It is confirm that Indian contemporary painting moment was 
born out of the cultural regeneration and part of nationalist 
work were almost excepted. "But slowly the bias that gave a 
dominant nationalist overtone to art exposed to the jungus so 
strange parochial nationalism'"^. The modern Indian painter 
displayed their work of traditional. Mythical and Legendry 
paintings in the modern environment. According to the 
changing social and cultural circumstances the Bengal School 
artists painted the same subjects again in the same manner. As 
these terms like spiritual", mystic, mythical, rhythmic, 
traditional symbolic lyrical etc. became very common among 
artists which give all Indian art as a super real image, 
situation was so complicated to changes have gone through in 
the unchanging India and Western culture. Contemporary 
painters could not apprehend the true nature of the problem 
they could not come out of the boundries of old art as, 
Ajanta frescoes. Buddhism. Buddha period, pre Buddha period 
pre-historic Mughal minitures and Rajput paintings and remained 
uneffected by the happening of the world around them. They 
hardly know the revolutionary changes going around them, 
under the influence of European the folk art was not given 
importance it was time of its decay and new patterns of art 
[19] 
was coming up. 
A kind of psychological distance was created because 
pattern entered into a new themes of urban life so there work 
adopted urban basic language remain largely mystic and social 
life in Indian art. 
In the primitive arts we can see the representation of the 
rhythm of man or a deer, the world of Myths is not the 
world we live in . It is the world of universal essence. The 
universal element was nothing but the collective cunconcious as 
Carl Junk calls it so and clarifies further. "The part of the 
psyche that retains and transmits the common psychological 
inheritance of mankind.'' 
After coming in the contact its mutual. Magic religious 
function artists who till painted from haidere mythology 
The first post independence Indian painters to sustain this 
path were; S.H. Raza . S. Gaitonde. Biren De, G.R. Santosh, 
followed later by certain members of the 'Group 1890". such 
as Ambadas, J. Swaminathan and Jairam Patel, among others. 
The Group 1890 resolution was sought by Ambadas and 
J.Swaminathan from their art. The convoluted grid of fluditity 
which Ambadas created in his large oil on canvas and small 
format watercolour on paper works during 1960, reminds on 
[20] 
of a resistless freedom. The Bombay art infrastructure was 
witnessing increased activity as professionals and enthusiast 
tried to create platforms for promoting Indian contemporary art 
by the late 1950s. Bal Chabda's 'Gallery 59' (1959-61) 
represented a passionate but short-lived a attempt to provide 
an exhibition space at the Bhulbhai Desai Institute for artists 
such as M.F. Husain. V.S. Gaitonde. T. Mehta, A Padamsee. 
A.E. Menon. N. Mohammedi. P. Pochkhanwala, and others, it 
was this kind of special enthusiasm which helped the artists 
sustain their journey in an environment of public indifference."' 
An ardent supporter of Indian contemporary painting. 
G.M.Butcher, recognized the 'Indianness' debate, when 
commenting on Avinash Chandra's art. "It is clear that I am 
making a plea for a very national kind of art. But I am also 
making a plea for that aspect of nationalism which welcomes 
foreign' influence jn order to achieve more convincingly, its 
own individual identity the play" to the pattern comes first; 
there is never any attempt to exclude an image for the sake 
of 'pure' pictorial values."" 
With the Governments First Five Year Plan (1951-56) 
India adopted a Cultural Policy and initiated the building of a 
national infrastructure for the arts. Unable to merge AJFACS. 
and the government established the Lalit Kala Akademi , and 
[21] 
the National Gallery of Modern Art at a Jaipur House, New 
Delhi, 1954. The first Lalit Kala Akademi national Exhibition 
was held in 1955 and became a major focus point until the 
mid-1970s. Yet even by the early 1950s voices of discontent 
were raising pertinent arguments. For example. "The exhibition 
this years, as usual was an omnibus show. The Akademi has 
no clear-cut policy and no criteria before it, its object being 
to encourage all artists, even those indulging in imitative 
inanities. At least one hundred exhibits come into the category 
of the immature.'- Thus by the mid 1960s the tide of change 
was entrenched. A reaction against the partially justified tag of 
Indian modern art being derivative had set in, and the 
realization that an Indian identity must be re-created, capable 
of absorbing the modern 'isms" and emerging with something 
fresh, became the motivation principle of the 1960s. As a 
group, the Cholamandal School would best reflect this reaction, 
while Husain would dominate individual attention. 
In a way the Green bergian version of Modernism, at its 
peak of popularity by the late 1960s, was now ripe for 
initiating its counter-modernism. One early consequence of this 
was the encouragement given to Pop Art and its norms. The 
renewed focus on the Printmaking media was another offshoot, 
bringing affordable art to many. Artists such as Kanwal 
[22] 
Krishna, Somnath Hore. Krishan Reddy, Jyoti Bhatt and Laxmi 
Goud emerged to create some of the most aesthetically refined 
art works of our contemporary history. 
One of the first Indian artist to absorb the daily gaudiness 
of popular art into the mood of fine art was Bhupen Khakhar. 
His work after the oleography-inspired enamel medium and oil 
works such as People at Dharmasala and Residency Bungalow 
soon came to focus on the daily ritual of middle-c lass 
professions in the Trade Series, through the narrative eye of a 
sympathetic voyeur. It reveals his care for detail, which has 
aesthetic refinement utilizes to create a non judgmental . 
As counter-modernism gained respect Indian contemporary 
art attracted some international attention . That India was a 
Third World developing nation, an ex-colony, the philosophical 
meting -pot for a wealth of minorities and their diversity, a 
land rich in its traditional cultural heritage - classical, folk a 
tribal, added up to a vast arena needing to be re-examined, 
especially given the reaction against the prevai l ing 
Eurocentricity. 
As it is, Indian Contemporary Arts was passing through a 
kind of revival during the 1980s. A diverse h is tor ica l 
foundation was seen to be swelling up. There were a greater 
number of full-time pract icing artists than ever before . 
[23] 
par t ic ipat ing within a wider field from which they drew 
creative inspiration. Major international exhibitions and various 
Festivals of India were being held to promote the holistic and 
diverse nature of Indian creativity. By the 1990s, new 
col lec tors , both Indian and in ternat ional , individual and 
corporate, were emerging. Many were willing to buy the art of 
unrecognized artists, though most of the nouveau-riche money 
was filtering into establishing signatures. The emergence of 
international art auctions after the late 1980s also added to the 
financial appreciation, though Non-Resident Indians were the 
main buyers, rather than international art Institutions. 
Thus one can see that the present state of Indian 
contemporary painting, even from a brief appraisal is complex. 
However, the plurality finds its cohesion in the underlying 
nature of the creative process, uniquely Indian in its power to 
absorb, and clearly universal in its need to absorb. Further, 
the sense of an outer-inner rhythmic unity between daily life 
and the anarchic potential of creativity, is clear amid the 
heavy Indian air. 
Also, most artists have come to realize that Indianess is 
not something that needs deliberate pursuit in art. One's art 
cannot help but be India, if the artist is true to the inner 
aesthetic journey to know oneself and one's compulsion to 
[24] 
create, while living in India, or even with regular visits. 
Openness does not lead to confusion, if discipline has its roots 
in intuition, daily clarified with a conceptual ability to self-
criticize and deepen one's exposure.'' 
At present, the infrastructure required to nurture such a 
task demands a scale of effort and urgency towards which few 
are willing to commit. It requires an integrated conceptual 
clarity, simultaneously translating itself into institutional 
building, by the same creative visualizes, rather that a leasing 
out of ideas to bureaucratic mind, who cannot help but cut 
and categories. 
However, the discipline of cutting an categorize needs to 
be replace by the discipline of a holistic framework which 
inculcates the attitudes of self-criticism more rigorously and 
openly. This is the dilemma all architects of a cultural 
infrastructure face the world over along with the need for 
internal financial self renewal while nurturing ones aesthetic 
integrity. To live and clarify the force of aesthetic wisdom in 
an age of material complacency and religious close-endness. 
The contemporary' painting is related with the main theme 
tries to eliminate ornaments, illusions and unconsequental 
accretion. In such work the presence of figure is not necessary 
but outside any criteria can value it which is also to say that 
[25] 
the history of modern Indian art is jus t too short. In 
conclusion, the contemporary Indian Art who not still stuck 
with the categories of ethnicit>' and authanticity as a revamp of 
tradition and modernity with the assumption regarding cultures 
that are simply imitative themes and also has been thrown into 
the deep end history there is now an inner momentum to 
contemporary Indian art. 
[26] 
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CHAPTER 1 (Hi) 
SIGNIFICANCE OF MYTHICAL AND 
LEGENDRY ART 
The actual background material required for the study of 
the major aspects of Indian art such as the Hindu temples. 
South Indian bronzes Rajput Miniatures or Mughal miniatures 
has been available from somewhat well preserved literary 
sources, from the formidable collections of the actual art 
objects and from the living tradition behind these. These 
objects have physically survived because of the wealth in 
patronage and the comparatively less perishable nature of their 
materials. The legendry elements belong to primitive period. 
These paintings based on the old stories as Purana Ramayana, 
Mahabharata culture and traditional themes. 
In the case of the particular myth of the Rathvas there 
are many distinctive elements. The analytical presentation of 
the myth and process of visualizations convinces one beyond 
doubt that it would not have been enough to analyze pictorial 
space and forms alone. As methodology therefore, it was 
essential to begin with the socio cultural background the 
mythical world, the special arrangements in the sacred 
[29] 
enclosure and the totality of the process by which the painting 
is executed and is brought to life as living presence, analysis 
of pictorial forms is only one important element. The act of 
aesthetic creation and that the of artistic communication is not 
complete without the song and the drumming, the participation 
of community.' 
The classical art the architectural plan the sculptural 
images, the painted murals and miniature paintings have been 
studied for their mythical background, and there legendry 
content, there grammar of form and their technique of 
sophisticated execution. We could over looked that the 'stupa' 
or the Temple, seen the ground, elevation plan the sculptural 
imagery on the outer walls and the icons within the Temple 
are alls tone and paint without life breath until ritually 
consecrated to the traditional culture of human life. 
By birth, human beings love to beautify themselves and 
their surroundings and they also like to share their feelings and 
ideas with other people. This tendency shows itself in every 
place and age. even primitive man decorated their earthenware 
pots with lines and colours. Although these have no practical 
use, when civilization progressed and people had more means 
and time at their disposal to make things beautiful, they 
produced many works of art. Such as imposing buildings with 
[30] 
ornamental gardens, paintings and sculpture, infact, art holds an 
honored place in every great civilization since beauty serves to 
enrich our souls with spiritual joy.'. 
These painting introduced to purely historical approach 
where in a chronology of the objects of art is established and 
the various lines of stylistic development are trade. It is of 
little, avail in content of 'Tribal paintings of course the actual 
examples go beyond even half a century. Though the tradition 
of painting itself is ancient. Antiquity of tribal tradition again 
cannot be exactly determined because of the general absence of 
written documentation any definite archaeological source 
material. Moreover, in the matter of living tradition and 
cultured. 
Basically relevant the mythical paintings are tribal or local 
village traditions. The legendry theme painted widely relevant 
misconception that all regional cultural traditions due this based 
interruption of the Indian cultural tradition the entire bulk of 
local mythology and art is practically ignored as minor or has 
been misinterpreted the various regional goddesses of localities 
some of whom might have been responsible, in the archaic 
past or the development of the cult ' the Great goddess' of 
Hindus are described under the general Sanskrit nomenclature, 
Durga' is actually involved and whether or not the goddess' ' 
[31] 
though the rest of the cultic aspects of concerned object use 
of the words. 'Fe r t i l i ty ' . 'Mother. ' ' symbol ic , ' ' t a n t r i c ' 
'magical/ etc. because of the convention of interpreting every 
aspect of the tradition all culture through the Vedas' the 
Puranas and epics' to with the story of the Ramayana in the 
tribal will painting s of middle India. 
The discovery of Folk art is a 19th century phenomenon. 
In more ancient time while folk art undoubtedly existed hardly 
any conciseness of it. It wa considered the more popular 
version of epics as the traditional and old stories, we find it 
as the embellishment of useful product of toys and linkers. 
The discovered of the folk art is linked to the development of 
national consciousness, provinces, isolated to the regional areas, 
culture as a special and unique heritage. 
The contemporary Indian painter Jamini Roy, to begin 
with the invented a style derived from the 'Kal ighat ' pat 
consisting of sweeping brush strokes modeling a figure over an 
area of gray or other nionochromo.^ 
M.F. Husains art originates form his mythical and 
legendry attitude. His paintings depict such aspects. Moreover, 
his paintings 1 have a relevant less violence, some Mythical 
elements or say. some thing not altogether primit ive nor 
absolutely modern, but a complex of traits, traditions and 
[32] 
legendry which analgamale stark frankness with a soft touch of 
the imaginations. Husains paintings emotional pressures charged 
with the urgency of communication for all his diversified 
output as portraits to animal studies murals and landscape his 
functional equation has unvarying constant and his approach to 
art seems mythical. While Husian horse is not an ordinary 
horse but it has an historical and mythical background .It is 
a symbol of principles, truthfulness Tightness, honesty, bravery 
sianificance. 
[33] 
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CHAPTER 2 (i) 
LITE SKETCH OF M.F. HUSAIN 
Among the Indian contemporary painters, Maqbool Fida 
Husain is the international fame painter. He is famous for his 
modem paintings, traditional religious and mythical, theoretical 
folk paintings. 
MF. Husain was bom on September 17, 1915 in Pandharpur 
some books on him state that his birthplace is Solapur. Husain 
himself referred to his birthplace as Solapur in the catalogue that 
was published on the occasion of the exhibition of this 
Mahabharata paintings. In 1971, American publisher Harry 
Abrams published a large volume on Husain. In that, the well 
known art critic Shiv Kapur mentions "that Husain was bom in 
Pandharpur."' 
Husain himself has told, that he was bom in Pandharpur, He 
showed an old letterhead that is in his possession on the 
yellowing letterhead, the same in English clearly 'Maqbool 
Pandharpurkar' with Decorators of wedding Pandals write below 
that during those days he used to paint cinema hoardings also 
Pandals as well as he used to mention his letter as 'Maqbool 
Pandharpurkar' Later, as an Artist, however, he never used the 
[35] 
word Pandharpurkar. Now he used MR Husain. 
There is ver>' interesting tale related to Husain's date of birth 
According to Husain. In 1950, when I applied for a passport they 
asked for a birth certificate. I wrote to the school in Indore, 
where I had studied up to the eight class, since my out standing 
fees has not been paid. Neither I had taken any leaving certificate 
and my name had not been found in the stock of rolls and 
record, nor any documentary proof of date of birth in this 
school. I had to invent to date of birth, I know, I was a Leo but 
did not know the date and year. But I remember the month of 
September, I decided I was born on 17th September 1917. 
However the alliterative rough of three ' s ' in that date made we 
change the year to 1915,-
Fida Husain was the father of M.F. Husain and his Mother's 
name was Zainab. She died when he was Just a small boy, like 
the new other bom babies. He resemble a ladpole with hands and 
legs. He was very thin but expressed his strong will to live by 
Mgorous movement of limbs, while miraculously "Maqbool health 
improved. 
M.F. Husains great grand father's name was Ibrahim and 
Abdul Husain was his grand father a tinsmith. Husain's father Fida 
Husain was worked in a textile mill as an accountant in Bombay. 
Husain is a Sulemano Bohra Muslim his ancestors had been Bom 
[36] 
and raised in Pandharpur. Pandharpur could not play a significant 
role in up bringing because after the death of Husain's mother, 
his father matrried a beautiful young women named Shireen, and 
soon after that he decided to leave Pandharpur and moved to 
Indore. 
"This is w h^y Husain's birth is father mistakenly given as 
Indore". In Indore his father employed as a time-keeper in the 
Malwa Mills Indore. and entire life seem to have been spent in 
the mills. Infact after Maqools high school education his father 
moved to a mills at Solapur. later he moved to join a textile mill 
in Bombay there after to Hyderabad and again back to Indore. 
The relationship between Husain and his father were not 
healthy. After his fathers second marriage. Fida Husain paid. 
Evenless attention to his son the only meaningful contacts. They 
had took place when Fida Husain returned from his frequent tours. 
The lonely son would present the returning father with a 
panegyric (kashida m Urdu) in praise of his virtues, inscribed in 
calligraphy, a approbation that his father would proudly circulate 
among his friends. 
My grandfathers death life a vacuum in my life says 
Husain, 'I remember with great fondness his house made with 
pieces of china. I still remember that coloured glass in windows 
and doors'.' 
[37] 
Husain Says. 'My father would always compel to treat 
Shireen Amma with regard. At that young age I could not control 
my naughty innate impulse all the time, I felt attraction towards 
my step mother's beauty at that young age when Husain was 
hardly six year old he saw fair-skinned bane ankles of his step 
mother, the feeling which raised in him the almost savage in 
nature. 
Husain's relationship with his stepmother can be analyzed in 
freedom. According to Freudian, the son resents that father 
because the father takes his mother away from him. If we accept 
this, we can imagine how Shireen was a wedge between Maqbool 
Fida Husain and Fida Husain.. when Husain was nearly six years 
old he caught Stepmother's uncovered ankles. The strange feelings 
that his raised in him were almost oedipal in nature. 
Anwas Bibi the Husain's aunt still lives in Pandharpur. 
She is now in her nineties. To held within itself his violentness 
Husain was sent to proxdde religious guidelines because Chireen's 
father was Mullah for the local Bohra community Husain sent 
one and half year there. The contemporary painter of Husain-Altaf 
states "Both Husain and I are Sulemani Bohr's." Some Bohra are 
used to write Davvoodi Bohra. In Islam there is class distiction. 
But sulemani Bohras do have two classes named as Jamaat and 
Khamdaan. Further he said the Jamaad represents the ordinary 
[38] 
people and Khandaan represent aristocracy. Husain was original 
from Jamaat but now he belong to Khandaan, which represents the 
Husain himself appreciated the middle class those days. He 
enjoyed singing music eatings.'^  
Now let us discuss what Husain looked in 1921 appears six 
men and for women sitting behind a couple of children, the man 
who have beard is Husain"s father and the very next to him is his 
stepmother Shireen. Husain to wear a round brocade cap s striped 
jacked long pants & shoes sitting cress longed at her feet. 
Husain writers about this photographs "unlike the English 
famous saying, I was not bom with silver spoon in month, but I 
have a silver chain in my pocket packet's."'' This photograph was 
taken on the occasion of Fida Husain second marriage, this is 
true, we do not know the exact time difference between the death 
of his first wife and his marriage. 
At Indore, Husain's grandfather treated him with great 
affection, but unfortunately . he died when Husain was only six 
years old. To contain his boisterousness. Husain was then sent to 
Shireen's father in Siddhpur in Gujrat Shireen's father . who was 
the Mullah for the local Bohra community, was supposed to 
religious instruction for Husain. 
In 18th and eariy 19th century the Brirish rules over 
India, in this period India was divided in many small kingdoms. 
[39] 
By 1942, Husain left Indore and settled down in Bombay. 
The tradition of poetry painting among Maratha rules was 
very strong in Indore. At that time Husain was quite young. The 
poets represents different group of society such as weaver, 
however, small shopkeeper grocer etc. and from the high society 
including Navab of Tunk a staunch pattern of urdu poetry. There 
poetry was very sensual if the poet saw young women or girl 
walking on the street he would composed a lyric to her. In those 
days the women were forbidden from standing in an open 
windows. 
One evening Dyyaneshwar Nadkami with his wife walking to 
the Taj Mahal Hotel from Jahangir Art Gallery Husain come 
there wears nothing on this feet, this barefootedness has received 
a great to deal of attention in the news papers. Because to walk 
bar-foot on the tar roads in Bombay heat most be sheer torture. 
Once in Bombay a reported asked Husain about his 
barefootedness, he lost his temper and said, "An I supposed to 
remain barefooted in order to provide you with news? If I feel 
like it. am I not free to wear shoes?^ those is a philosophical 
side to Husain's barefootedness. It is a symbol of toughness, of 
a willingness to confront hardship. 
Husain may not be eagerly seeking out surfaces to paint. 
And he certainly does not look back. Husain has came a long way 
[40] 
from the early forties when he lived with his family in a single 
room in a localit\ inhibited by prostitutes and pimps Husain 
was the elder of eight children He was apprenticed to a tailor at 
the age of seventeen as his father believed that the boy who 
could draw so well should wield a good hand of cutting On the 
country, he often dressed in designer clothes of the latest 
fashion, in resplendent colours 
As a child Husain was enamored of dolls the little home 
made forms, in wood or clay, colourful and simple like the 
village folk themselves The fascination for these toys grew, 
beyond a childish fancy into a curious affection They were not 
mere shapes, but represented a would of toys The would of this 
childhood dream had become alive, reflecting the vaned moods of 
Its creator play full but poignantly aware of the life beyond 
In his childhood Husain was very fond of collecting 
pictures and sketching the facing heads of the peoples He was 
also have a great interest in watching movies In their space time 
he used to sees moMes In those days Husain sketched and 
painted and thought about art He painted two works in the 
onental style in the mourning and two on the European style at 
night He represented what he had seen on the cinema screen of 
men and women in action He was amazed and fascinated by the 
fact that art could established a would as real as the one he lived 
[41] 
in. 
When Husain started out as a designer of movies sets. In 
his spare time he played with colour and brush, copying the 
master artist. The whole process appeared too strange to him and 
tough he was working to be a good movie designer, something 
was drawing him towards painting. He. however, continued to work 
as a set designer and eked out a bare existence. But slowly 
reached breaking point. At last, he took a decisive step and 
migrated to Bombay. In 1930 he was painting portraits and 
readine, Ruskin and takins in all that he came across of 
Rambrandt. These things happened against a twofold earlier 
background. One aspect of this was Husain's addiction to the 
cinema. In Bombay Husain meet with a cinema hoarding painter, 
who came from Indore. And started the work with him. By 1963-
67 own and became famous as second leading hoarding painter of 
Bombay by 1941 of his own credit. During those days Husain 
says- "Once I had create eleven hoarding in five days. I had no 
time to draw the squares. I did it all freehand. One large face 
was 10 feet by 5 days. After a few days I did not all the 
hoarding freehand.** 
In the year 1941 when he was a painter of repute in cinema 
hoarding, he got married. Tlie national hero of today, his charisma 
lies in being able to deliver the common man to an international. 
[42] 
modern area. The villagers in his paintings is both himself and 
yet part of contemporary international life. And even if his art at 
times becomes mannered, Husain's own persons delivers the 
ordinary man from himself 
Husain formal academic education remained fragmentary and 
incomplete, subject to his father's shifting modes and fortunes 
and to his own vacillation between what he considered to be the 
conflicting pulls of poetry and painting . He was admitted to 
school at Indore but busied himself more him with writing 
satirical verses then with arithmetic. There was another desperate 
time when he was apprenticed to a tailor; he used the opportunity 
to improve his draftsmanship. In the meantime he continued to 
sketch and draw of his own teaching himself from books and 
reproductions the learned calligraphic writing at school and helped 
to build and decorate with abstract religious designs the bamboo-
and-paper horses of TAZIAS. Early in his life in 1932, at annual 
exhibition, he won a gold medal for a portrait in oil, and 
finally persuaded his father to let him join the evening classes at 
the Indore School of Art . 
After two years of evening classes, and an executing daily 
regimens of drawing and painting, Husain gave up high school to 
devote himself full time to art education. After a year at the 
Indore School of Art under the guidance of N.S. Bendri, who 
[43] 
himself painted in impressionist manner, he sought and won entry 
into the prestigious J.J School of Art in Bombay. After a short 
time, when his father last his job owing to the economic 
depression and Husain was once again obliged to discontinue his 
studied and return to Indore. He stayed in Indore for a while to 
assist his father, but in 1937 migrated to Bombay to seek his 
fortune. 
After his marriage in 1941, Husain worked for a film for 
seven year, designing and painting nursery furniture and making 
flat wooden toys in highly plastic shapes to earn his likelihood . 
In the mean time he continued his self education in Art." 
In the year 1947 in Bombay Art Society, Husain help his 
first exhibition of paintings, is the last of bridge builders. This 
date is itself significant; in the same year India became 
politically independent Husain is the hoarding of new mood in 
Indian art. This a mood at once self-assured in its use of 
universal idioms of artistic expression, contemporary in out 
looked and experience. societ>' committed, and deeply humanistic 
in its exploration of the nature of realit>'. 
Husain was noticed for the first time in 1947 when he won 
an award at the annual exhibition of Bombay Art Society. Where 
some member of progressive Artist's Group responded his work. 
Subsequently he was invited by F.N. Souza join the progressive 
[44] 
artist's Group (PAG). Husain was granted the membership, and 
from 1947 onward there was no looking back. F.N. Souza. the 
Husain's mentor and H.S. Raza- both notable Indian painters now 
working abroad were Husain's true noblemen in those days. 
In the very next year 1948, Husain visited Delhi to see the 
exhibition of independent India. There he saw the Mathura 
sculptures along with he had also exhibited the modem sculpture. 
Both the cities Bombay (Where Husain lives) and Delhi taut with 
their creative sensitive stood in a miracle of space. They were 
separated by knowledge of time but both moved the same goal of 
primordial manifestations. 
Husain's painting 'Mirror' painted in 1949, shows a seated 
women, combing her here; a little girl holds a small mirror in 
front of her. The close-up" of the women's face is reflected in 
this small mirror. Being a common them of ancient miniature 
tradition. Husain rendering of this on canvas shows the dash of 
modern Art, particularly in his use of form and handling of 
colours. This colour are bold and in defiance of convention. 
In 1950 a oil painting entitled "women at work" is in the 
collection of E. Schlesinger a close friend of PAG. Schlisinger 
also both a self-portrait of Husain which was painted in the same 
year. In this self-portrait Husain has given to himself some colour 
touches perhaps symbolical of the sorrows in his soul. In 1950. 
[45] 
when Husain attains the age of 35. had his first one-mean show 
in Mumbai them Bombay. His exhibiting received grate attention 
from cities, and run painting from this group was hung at the 
Salon de Mai in Paris in 1951 . making the first appearance of 
his work in an international arena. 
'Man' painted in 1951 is one of Husain's very important 
works. Peerbhoy say:- This an analytical work, bringing to the 
surface the psychosis which has torn the man from his happy 
more and hurled him into a conflict. Here colours express a new 
emotion, with dark colours emphasizing the even in the nature of 
man. Colour and symbols are the content of the conflict man 
dreams of destroying before creating".'" 
In painting like 'Pamasb' in 1953, Husain was already 
striving . instead, to "render visible" that which lay hidden within 
man and his reality. In 1954 fifteen of his paintings were 
interred in the in the venice Biennale. and he was recognized 
by critics of London and Paris as a new and powerful artistic 
personahty. In the continued of Picasso's influence on his work, 
for example, he simply says. " Picasso's created the language of 
modern art"." By 1955 he was on one of the ending artist of 
India, ready to use that language for his own purpose and to 
enrich it with the idioms of a different and far off world. 
In Husain's 'The Palm' (1954). human face shows the 
[46] 
influence of Picasso. But the influence of Picasso was very shot 
lived. 
In seven years from 1948 to 1955 he traveled extensively. 
He saw Jain and Basohli miniature painting Mathura sculpture with 
its majestic female figures. In 1952 he visited Chaina and was 
deeply impressed by the vitality of calligraphic line in Chinese 
painting Husain direct confrontation with European art stated with 
his visit in 1953 to the Bern Kunstmuseums, where he saw the 
paintings of Paul Klee. Latter he visited other museums and art 
galleries in Europe. 
Husain's technique and increasing tendency to generic 
symbolization, are depicted in two of his painting of this period, 
'Yellow Kite', painted in the year following his first visit to 
Europe, is a simplified and geometrical rendering of a female 
figure seated in a surround of rich of red with a small kite in 
the upper right corner connected with the women by a rectangle 
of yellow light. 
In 'Zameen which won Husain the national award from 
India's Lilit Kala Academy in 1955, one panel has a huge black 
sun looming over a seated muddy women. This simple female 
figure is powerfully outlined, and is painted in pure red, with a 
distorted child between its legs echoing the blackness of the sun. 
From 1956 to 1961. six years were a period of fulfillment 
[47] 
for Husain. He continued to travel to exhibit their work in 
different part of the world. Zurich, Prague, Frankfurt and Rome 
and. in 1959, he received the international Biennial award in 
Tokyo. 
Husain's emotional inscaple is typified in his 'wasteland' of 
1962 that suggest a death and empt>' land with a tree trunk in the 
foreground and a plaguing sun overhead in a sky the colour of 
burnt earth. The painting is accompanied by Husain's poem is 
which he speaks of rembrandts bursting browns and marvels at the 
floating setting up. 'Genesh Darwaza' painted in 1963 is Husain's 
first painting exhibited at the Pundole Art Gallery. Husain says. 
At that time , my brush was full of vibrant colours of Rajasthan, 
violence and intense like a Rajput warrior madly in love with a 
Mughal maiden in marble. A union of gold and silver A synthesis 
of two dynamic cultures. My travels thorough Rajasthan were re-
plete with valuable images.'-
In 1966, Husain completed a mural in mosaic, a design in 
two panels 80 feet height and 50 feet wide, executed on the 
outer wall of the Indraporastha Bhavan in New Delhi. Husain Per-
sonally designed and supervised the backing of the tiles. In the 
same year Husain Painter the all discerning Eye is an entirely 
abstract based on characteristic mode in recent year. 
[48] 
Husain has keen interest in movies since the beginning, be-
cause he was of view that film is a creative medium. As his first 
experimental film, 'through the Eyes of a Painter, is a prime 
medium of communication in contemporary world and sees no 
reason why a painter should not exploit its visual possibilities. 
This documentary film was awarded the golden Bear for best film 
at the berlin film festival in 1967, is a painterly journey through 
the ancient towns of Rajasthan. What Husian shows is a series of 
images without narrative, a dalliance with line and form, in a 
college of inert and ancient buildings and the people who now 
live and move among them. 
During 60s and 70s he has drawn and painted portraits, land 
capes, nudes, gay and romantic balconies, magical notations, 
flights of movements Human figure caught in fi-ames of monumen-
tal solitude, inverted crucifixions, profane birds and twinkling el-
ephants, the cactus in the vein of essential desire, familiar horses 
that look primeval, and primeval animals that insinuate familiarity. 
Indian women is a prime symbol of Husain whole life, who 
bears different kind of sorrows who has a lot of sympathy and 
love. In the year 1982 his paintings were paintings were exhibited 
in Taj Gallery. The Indian government Honored him with PADAM 
SHREE in the year 1982 and in 1984 he was honored with PADAM 
BUSHAN. 
[49] 
The paintings of the series are thus full of the tongue-in-the 
cheek humour. Madhuri Dixit is portrayed in various postures and 
in different garbs. There is a mixture here of romanticism and 
ruggedness. The 'Madhuri as Menaka" painting was sold at the 
Christies auction of October 16, 1995 of stunning 28,000 
pounds. Another Husain painting went for 23.000 pounds and he 
sold all his works at profitable prices. 
On September 11, 1995 Husain featured in a BBC telecast 
woven round Salman Rushdie's sensational novel., 'The Moor's 
Last Sing.' I had seen a copy of the novel when once I visited 
Husain in his flat. The particular episode produced by the BBC 
was called The Loss portrait.'' 
My only wony is that Husain has declared that he will paint 
Madhuri Dixit for another five years. Won't it be a big bore? 
Husain must not only turn away from this alluring subject but 
also return to a non posterish style. To the style of 'Between the 
spider an the Lamp and of Images of the Raj sold at the Christies 
auction the other day. He is increasingly being worked up over 
some popular cause. These so called cause. These so-called cause 
turn him away from his innermost soul. It is this inner refulgence 
which alone can produce the best of Husain, that soon he will 
take the stride and go back to classic greatness. 
[50] 
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CHAPTER 2 (ii) 
WORK AND STYLE OF M.F. HUSAIN 
M.F. Husain as an artist is viewed as professional. His each 
painting, no matter what is its subject, is a fleeting intuition within 
the continuously of his life experience of that social life and 
created work in modern painting. He is also expressive of essence 
a religious feeling toward social life of villagers and traditional 
themes. Despite its outward variety of mood and subject therefore 
his works have a traditional unity. Husain used forms, lines and 
colour there is a living rhythm that binds it together, as if to 
illustrate Picasso's credo, "when you come right down to it, all 
you have is yourself. Yourself is a sun with a thousand rays in 
your belly. The rest is nothing'". As he looks upon the creations 
of his 'thousand rays. ' Husain wanted his work as a bridge to 
modernity, reflecting a state of transition in art and society, a 
refashioning of the broken links in India's artistic tradition"' 
Maqbool Fida Husain's paintings show a keen sense of design. 
He carefully studied the works of the ancient artists of India and 
abroad with traditional themes, and epic also reflects nations, past 
history through his paintings. He decided to combine tradition with 
his own native bent. As a young man he had taken a great delight 
[53] 
in the myriad shapes and colour patterns of country by making 
decorative toys, furniture's, sign-boards, etc. Husain's paintings of 
the post Delhi period are reminiscent of the toys which were his 
childhood companions, but created on a different level of 
consciousness"^ 
If introvert of Husain formulates abstract conceptions with 
little correspondence to objective realities, and his accent is on 
symbolic, themes, as traditional of Mythical, social, religious and 
epics. He used symbolic colours, expressive of his own romantic 
sensations and juxtaposed to attain strikingly evocative effects. 
In describing the Husain's work of that time, Gita Kapur says 
that he painted holding the brushes in his mouth , and with the 
paint tins dangting from his toes, description appears exaggerated, 
because Husain was not the only one at work. Each painter had a 
stool on which the paint can be placed . In fact, it is hard to 
believe that he freely painted film scenes directly on the cloth 
without using the technique of squares. 
Husain's sensitivity touches outward manifestations and in 
breaking with the traditions of the past, he is the only creating 
new ones, to experience the objects in a mood of contemporary 
awareness. No attempts is made to burden the painting with a 
message. The context is a part of the whole scheme, as colour is 
a part of the form. 
[54] 
M.F. Husain work style found his inspiration in Mughal 
miniatures painting, which he thought was in direct line of descent 
from the idealistic art of the Buddhist and Brahmanical epochs and 
had the capacity. The founder of Bengal style poet painters 
Abaninadranath Tagore for the first time gave expression in paint 
to the new creation. He followed the forms and colours of Ajanta 
frescoes of 6th and 7th centuries. Chatterjee says "that this use of 
colour was almost impressionistic and black which had no place 
now. His next comment is vey important while understanding 
Husain. In nature, there are no lines It is just a device that the 
artist used to sketch a form if one looks at the balance between 
colour and line. In Husain's works one can see that this important 
fact has been imprinted on him since his student days".^ 
The progressive Artists Group breathed life into the art world 
of those days, It is to be told that the Progressive Artist Group's 
member regularly discussed new trends in painting. The want 
studies on reproductions of upcoming European painters. They were 
especially developed to the expressionistic style,. Its effect must 
have developed the Husain"s paintings. 
In the beginning human figures were dominant in his paintings 
but after the return from China and Japan animals and birds also 
found a good place in his paintings. In the earlier time was also 
remarkable in his work but due to the western effect more solidity 
has been added. He paints with water and oil colour both. 
[55] 
M.F. Husain is an expressionist and impressionistic artist of 
independent thinking, what ever may be the shape of drawing in 
the painting but expression of ideas is good, he has succeeded in 
depicting the same atmosphere that was desired. He supports latest 
progress. What ever has took place. 
In 1951 he painted Mother and child it is a full of pristine 
feeling. There is no doubt that the mother and child in her arms 
remind one of the technique of designing toys, the fan in the 
mother's hand the bird standing on her foot are particularly 
appealing. 
Husain's Art from 1948 onward, symbolizes the folk influence 
on contemporary Indian painting, he derived it from the traditional 
themes and Kalighat painting of Bengal, done on cloth and 
depicting the stories of Hindu's and Muslim saints and heroes. The 
basic style of Mythical painting depended upon simplification of 
form. Literal representation avoided, figures were freely distorted 
and strong colour were used in his legendry paint ings as 
Ramayana. Mahabharata and others. 
The lyric painting of George Keyt is sensuous Indian poetry 
brought to canvas. Like earlier Indian painters of Rajasthan and the 
Punjab Hills, and M.F. Husain after the George Keyt takes as his 
primary theme woman as the focus of man's concern. He paints 
in flat planes with bounding lines and rich warmth of colour. His 
[56] 
idiom occasionally carries in it a hint of Picasso but it is once 
again in direct line with the traditional styles of central India, as 
Mewar, and Basohli. But the originality of Keyt's inspiration is 
undoubted, and this work remains uniquely his own style of 
Paintings. 
Husain had joined the 'Progressive Artist's' Group that was 
particularly receptive expressionist influences and there is no doubt 
this work was to strengthen some of Husain's own innate 
tendencies, driven by the isolation of two prominent members of 
the group, S.H. Raza and F.N. Sauza, who on frustration finally 
migrated to Europe in the early 1950. In their absence the group 
itself broken-up. 
The dedicated study and documentation of Husain's profuse 
output, some scholars as Geeta Kapur, R.L. Bartolomew, shiv 
Kapur and Ebrahim Alkazi highlights uniqueness of him step by 
step, for instance a broad categorization of his work is given 
below:-
1. The Urban scene e.g. Man series 1950 
2. Rootedness e.g. Indian villages 1955, 
3. The interior landscape e.g. The voice 1959, 
4. Innocence and experience e.g. Blue Night 1959, 
Fatima 1960, Black Moon 1960,Nartakil964, Devdasi 
1965, 
[57] 
5. Alienation 
6. The visual Metaphor, 
7. Links with tradition 
8. The Dignity of man 
e.g. pamosh 1953, Passage of 
time 1954, Second Act 1958, 
Empty River Bed 1961, 
Quivering brown bodies 1966 
eg: Varanasi Series 1973 
(Seriagraphy) 
e.g. village life 1955 
Autobiography 1965. 
eg. Ahmedabad Drawing 
1976. 
9. The metaphycial eg. Passage Throughout an 
Space series 1975. Series of 
Dimension 45 walercolours -
Gandhiji, Astronaut Shakti, 
Black cloud 
10. Epics and myth eg. The mahabharat series 
1971 and 1972 eg Vyasa 
Ganesh Dropadi, Ganga 
Visvamitra. 
11. Human suffering eg The cyclonic silence 1977. 
[58] 
The above categorization of Husain, works done by E. Alkazi 
exhibits a gigantic artistic range. 
However, in 1979 MR Husain created his famous 'Mother 
Teresa Series, which fused all the emotional favor of child 
yearning for his mother with poetic idealism, hand in hand with the 
stray material triggers off memories which creates an out work,\ 
Husain responded with delight to paintings of the Basohli 
school, which he saw for the first time in 1948. Produced in the 
Punjab Hills in late seventeenth and early eighteenth centuries They 
are marked by a fierce vitality of colour, applied in a basically 
simple design within strong, broad, borders. The hero and heroine 
theme often portrayed in the guise of Radha and her divine lover 
Krishna. The Basohli style contributed to the release of lucid 
colours in his own works. 
The delicacy of line of the Basohli paintings however did not 
appeal to him for the same reason that the elegant forms of Ajanta 
did not his won intention drove him to the apprehension of art as 
creative energy or genesis as Klee it and it has been Husain's 
constant belief that "at the roots of the process of becoming there 
is always movement" for the expression of this movement even 
his early painting used as strong calligraphic line. Husain himself 
says regarding the calligraphic lines, calligraphic sprit lies not only 
[59] 
in the mastery of the individual form but also in their relationship 
to the surrounding space the balance and rhythm of form and non-
form calligraphy, when it adopts the forms of the Arabs Que., 
deals with time and the infinite rhythms created by encounter of 
objects with space with in defined boarders.'^ 
At a personal level, Husain's adoption of expressionist 
vocabulary has something to do with that youthful zest which seeks 
on identity by breaking down formal academic structures in the 
supposedly impulsive manner of the expressionists. His painting 
"self Portrait" (painted in 1950) in the footsteps of Van Gogh 
(born in 1853) is a very early example of Husain's expressionists 
of the work. 
As it has been suggested, the element has always been about 
after 1960s Husain works. He used animal symbolism and the use 
of masks that elements, a strongly ritualistic effect his horses now 
appear riderless, without the accompanying light bodies female 
figures, and are frequently, dilated nostrils, and blindly tungin 
movement, rendered with the utmost clarify of line and colour. 
Mostly his work the Indian traditional as his painting Duldul 
Horse is another return of an old motif, now resplendent in colour. 
He uses colour emotively, in flat planes and subtle tone, 
amid restlessly active or strongly arresting times. The icons of his 
expression, which were, derived from folk art in his earlier 
[60] 
paintings, now move between the personal and his metamorphic 
human figures, lams, spiders boats snakes horses, and others 
painting. In the 1958 paintings woman and Horse and in Horses of 
1961, there are of the most powerful symbols. In both paintings 
the woman and the horse are compositely rendered as an explosive 
change of life. The figures in 'Horses ' are painted in staccato 
lines and flat patches of colour. We can divided his works of 60s 
and 70s, there are first paintings of pictorial sensation. These 
include Chittore and other paintings as Rajasthani series like 
Padmani, Mohini , and Nritya etc. These and other like them are 
mainly anecdotal or objective works of great depth of emotion. 
The existence of abstract art noticed as K.S. Kulkarni 
remands: " there has been plenty of non figurative art produced 
through out the ages. Most of the symbols produced through out 
the ages. Most of the symbols produced by different civilization 
are wonderful examples of non-figurative art. This is a language of 
art, which expresses our century and the world in which we 
express our feelings of love. Our art has a specific meaning for 
us because it is the language that we speak and which has the 
capacity to contain temporary' feeling"*^ 
While these symbol continued in abstract form as Chintamani 
Kar. said" I was with the advent of the cubism that the final 
curtain fell and art become completely liberated from the tradition 
of representing optical images and committed to guide another aim 
[61] 
that of substituting abstract or symbolic forms of images.' 
After that Husain borrowed a good deal of his inspiration 
from George Keyt because he liked his voluptuous delineation of 
mythological figures. 
Husain tendency to romanticize, he used line with Amrita 
Sher Gill, Jamini Ray and George Keyt for that matter with the 
painter of Bengal school. Rabindranath Tagor. It is Amrita Sher 
Gill who shaped the most haunting image of the Indian Villages; 
therefore Husain's female figures have been deliberately natural 
beauty, greater liberty, he has taken with female from the recent 
years in very conspicuous complete with costume and glances. 
He has been painting violent nudes, open forcibly cast in some 
mythical role. A self conscious criticism has surfaced in some of 
his recent pictures replacing the austerity of the earlier paintings 
such as Mahabrarat. Raniayana. Hanuman and Moharram etc. 
Since the entire spate of such image comes at time when a good 
deal of Husains work has acquired haphazard features, over his 
pictorial elements, which has suffered a slack. The next phase 
beginning from about 1953. referred to as Husain's folk period was 
the result of a self conscious search for style. At a time when 
Indianess was a recurring issue his own involvement with the 
Indian environment, took up a variety of themes as based upon 
village religious social and mythical and legendry motives. 
[62] 
Husain is very much interested in horses he had painted 
maxoo Husain's faithful horse Duldul; the inspiration came from 
his active participation making and painting horses for the 'Tazia' 
from the time he was a young boy. 
Since 1954 there has been a great proliferation in his art and 
handling. There are 'Ragmala' and 'Nritya' series. These theme 
based upon the mythical and ancient stories. He painted also a 
series based on his travels to Rajasthan, Banaras, Kashmir, 
Mysore, the middle east, there are many paintings of Horses 
priests women, etc. 
Considering the uses of metaphors at every step, one can 
summarize that he has derived aspirations to a pictorial Mythology 
of his own. It is more accident that from the very start he has 
taken up themes and characters from Indian Mythology. Husain's 
picturization of Siva and Durga of Hanuman and Ganesa series of 
paintings on the Ramayana and Mahabharata tend to the attractive 
but unfortunately on the whole banal, there is one element which 
gives them illustrative aspects a lively quick, Husain has derived 
the pictorial version of mythology from folk fairs and festival 
where the enactment of the epic^ and puranic stories in the forms 
of dance drama. 
One can never in any case deny that Husain is a genius. He 
is the only artist who had the energy to spin out a vision of India 
[63] 
and has given the Indian Mythical dimensions. 
Once Sethi asked Husain about the technique of these murals. 
Husain replied "The works of these Japanese artist Hokusia taught 
me how to create the effect of woodcuts. I want to stunt the 
viewer, this is the way of protestings"** 
Husain's work has been in turn expressive, symbolic, mystic, 
social religious them Puranic stories legendry and decorative, but 
despite his Kaleidoscopic painting influence fiercely personal and 
perpetuate a stylistic success which renews himself with impressive 
vitality. 
The first and the prime quality in the Husain's work of art is 
that he is aware of differences between spectacle and vision, the 
differences between, imagery and their imaginative function which 
is intuition. So he uses these elements of visible world to describe 
the invisible. The imanating the effulgent light we can see, is one 
recurring running theme. 
Husain works so fast that has to hit it off red hot, so to 
speak. The patience and the perservance to return, to rework and 
fabricate, are qualities strange to Husain. He would rather begin 
fresh and on other canvas. To the amazement and delight of an 
enthralled audience during the demonstration of painting called "sin 
days of Making", held at the shridharani Gallery in New Delhi, 
December 27, 1968., to January 1. 1969. Husain, who had been 
[64] 
working on sin canvases at the sometime, picked up a large brush 
and with one sweep struck out a painting.'' In these formative years 
Husain sketched and painted and thought about art, he two types 
of works in the Oriental style in the morning and in the European 
style at night. He had seen on the cinema screen and made 
sketches that fixed his impressions of man and women in action. 
[65] 
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The senior generation which include the artists like Sailoz 
Mukharjee, B.C. Sanyal, K.K. Habber, Nandlal Bose, Jamini 
Roy, S.Chandra etc. work over subject romance from mythical 
and rel igious literature as well as from the life of the 
common people from Indian history. Other artists, in reaction to 
the Bengal school turned to the villages as the social life of 
the common man. They painted the folk paintings Jamini Roy 
was dissatisfied with the academic style, and with city life and 
turn to the folk-art of Bengal for his inspiration. He painted 
old stories, traditional themes, as his first 'Bazaar' paintings 
for Kalighat, a suburb of Calcutta, he started painting in the 
glowing colour and flowing curves. He left academic portraiture 
for the painting of village a scenes, especially among the 
simple virtues of this primitive tribe he remembered them from 
his childhood. 
The Progressive Artists Group (P.A.G.) 1948 -56 whose 
sense of continuity was over where imbed by their need to 
disrupt, with the departure of F.N. Souza, S.H.Raza and 
S.K.Kare from the P.A.G. Artist and other artists as V.S. 
Gaitonde. Krishan Khanna and Mohan Samant joined the P.A.G. 
in 1950 for a short while. In the late 1940s and early 1950 
Delhi, and Bnaroda had begun Expanding their infrastructure 
foundations of art activity. 
[69] 
F.N. Souza's significance is also given his pivotal role in 
introducing M.F. Husain to Indian Contemporary paintings. In 
M.F. Husain one finds the epitome of India's intuitive creative 
energy. He Possesses a sense of the Basohli spirit of colour 
and spontaneous brushstroke, tempered within a calligraphic 
discipline, an ability to fuse the innocence of folk art from 
music, dance popular cinema, Indian sculpture, social life, 
religious theme epics of Mythical and also through the nomadic 
energy of a Islamic-Sadhu. all such diversity is made to cohere 
amid his historic love for life, and its joyful will to create. 
Further, his refined intuition is aware of its relative conceptual 
lacking only the truly gifted can readily absorb such moments 
thus never having to qualify their art, never the artist of this 
age having to detach their life from the art, creating, strength 
from weakness.' ' As a result Husain has expressed the 
diversified unity we call Indianness, socialist, Mythologist and 
epecist bridging divides such as popular and elite, rural and 
urban. East and West like no other painters. 
This distinguished advice fell on the receptive ears of 
Indian contemporary painters like Raja Ravi verma, 
Rabindaranath Tagore, Jamini Roy, Nandlal Bose, S.H. Raza 
F.N. suoza and also M.F. Husain Raja Ravi verma was twenty 
three years old then picking up the elements of oil painting at 
[70] 
the court of his Kinsman, The niaharaja of Travancore, from 
the odor Jensen, a visiting English portrait paint Ravi Verma 
lost no time in exercising his newly acquired 'powers of 
European art' to promulgate the beauty of Indian mythical in 
theatrical conception of a platoon imagination; in course 
digraphs to immolate Hindu households in satisfaction of a 
degenerate demand. 
The focus of the attack on his pictures, joined by Anands 
coomaraswamy, was their profanation of 'sacred and epic Indian 
subject' by a lack of Indian feeling in their treatment. 
However, his fault in subjecting Indian legendary themes to a 
wholly Indian treatment. It captured little beauty of traditional, 
legendry Myths and social life."* 
The world of Art is universal, for all that your experience 
is paint, that must have its sensations in your the world of 
man is universal, for man is a compound biology and emotion, 
and the truth is that you are as real as your acceptance of 
the reality of those around. They may confuse but every 
artist has its own way to show- his feelings through is 
symbolic art. What they seen by a painter, is made real and 
is real as the matter of his mind. The reality that matters, 
therefore is memory. 
[71] 
In Indian contemporary artists M.F. Husain introduces the 
possibility of inter subjectivity by look and gestures. Nature is 
his themes as we see from his painting, Nature as the inner 
view of the painting and a kind of Hopkinsian incalpe which 
is unmeaningful unless sense the sprung rhythm in this inner 
view of these painting presented the traditional and legendry. 
The many contemporary artists who were figurative artists 
turned to abstract paintings, abstract paints for instance 
Husain, Ram Kurmar, Subramayan and others M.F. Husain 
should also be mentioned as an important member of this 
change, he growing his awareness of the difference between 
perception and vision, the images are abstracted from the 
experience and presented in an autonomous dynamic movement, 
with a textural virtuosity of monochromatic colours. 
Art produced since 1947 could be divided into three 
categories to reduce it from self willed. The group of artist of 
1940 and 50 are now a senior generation are called painter of 
transition. They span the era from the nostalgic time of the 
Bengal school to modern international art is by represented by 
such artist as Sailoz Mukharjee. B.C. Sanyal., K.K. Hebbar, 
S. Chandra; Majumdar, Asil Kumar. Nandlal Bose, Jamini Roy, 
Ravindra Nath Tagore, Aabinindar Nath Tagore etc. These 
artist painted in oil and carried over the romanticism of the 
[72] 
preceding period. They also choose subject matter on the 
theme of tradition mythical and Indian culture, though the 
subject they took were from the life of people, and legendary 
of religious. The style was influenced by tempera painting with 
flat colours, with particular emphasize on the line and rhythmic 
use of line and decoration. There is the desire to be Indian in 
both technique and sprit "A number of artist who were 
figurative artist turned to abstract painters for instance S.H. 
Raza, F.N. Souza. Ram Kumar, Birn De, K.G. Subramany and 
others . As M.F. Husain should also be mentioned as an 
inportant catalyst of this change. M.F. Husain's painting is not 
fully abstractive but semiabstract. Laxman pair also comes 
under the same category'".*^ 
Madras as the main center of the contemporary painting in 
south during early post-independence exerted much influence of 
the other states but to different effects, these contemporary 
painting its spirit of craft, symbols and formalism met with an 
articulated local allegiance, which focused on the recently 
rediscovered classical and folk painting tradition of the area 
and through empathy for ordinary' life. This situation had to do 
with the visible presence of rustic out all over the place. The 
most of the Telgue artists had rural beginnings, some time very 
humble, while extreme leftists movement, have made themselves 
[73] 
field there even if indirectly. As a result, contemporary work 
of the state emphasizes a distinct character, frequently with 
ethnic traits or stylization's and incorporates transposed themes 
from down to earth reality including its sensual aspects. 
The Indian contemporary painting traces the evolution of 
Baroda as an important center of contemporary art and 
painting, and art education, from the nineteenth century up to 
the last decade of the 20th century. It beings the contemporary 
painting and sculptures infact. in 1949 he invited the 
progressive Artists Group of Bombay to hold on exhibition in 
the museum and acquired several of their works. The Souza 
display , 'Blue lady' and Bathers, contain the seeds of the 
painters growing angst and sexual preoccupation. Raza's 
landscape displays independence from the tricks and gimmicky 
water colour effects popular in his time there is a sensitive 
portrait sculpture by S.K. Bakre and painting by H.A. Gade. 
Besides these the collection includes work by B.C. Sanyal and 
by those belonging to the Gujarat School. Rasiklal Parikh, 
Somlal Shah and Kanu Desi, Nandalal Lai Bose. A.R. 
Chughtai, Jamini Roy, K.K. Hebbaor N.S. Bedre. Jyoti Bhatt 
many other were also represent. 
Any scholar of Indian contemporary practices any 
evolution of local cuts and rituals of villages, social, religious 
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and traditions of culture, who also has some background to the 
religion, philosophy, art and mythology of the constituted, 
Hinduism is aware of the strong links between the two 
currents, that the Myths and legendry of the constituted in any 
religions have definite primitive roots is now beyond 
controversy. Broadly speaking the religion philosophy of Sufism 
are contained in the constituted literature and the latter has 
received almost the entire intellectual attentions from the 
scholars. The work of documentation and paint of local oral 
tradition, myths and legendry.^ 
Folk art and iconography derive their inspiration from 
local mythology rather than from Sanskrit text and with the 
interpretation and understanding of the former a great deal of 
error can be avoided. As these point out how the primitive 
roots still visible in the oral tradition and the local rituals 
have been vital in the growth of the corpus of the Indian myth 
and hence in the development of Indian iconography and says 
D.D. Kosambi "the neglect of such analysis leads to a 
ridiculous distortion of Indian history and the misunderstanding 
of Indian a culture.' 
After an accelerated adolescence, contemporary painting 
in India is moving toward maturity. Spanning a brief decade, 
from India's Independence in 1947 through the late 'fifties, the 
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artists have telescoped over a half century of artistic 
development into an " hour-glass". Many painters, acutely 
aware of their cultural past and the achievements of their own 
Twentieth Century art pioneers as Abanindranath and 
Rabindranath Tagore, Amrita Sher Gill, Jamini Roy , Nandlal 
Bos, K.K. Habber, as young artists S.H. Raza, F.N. Souza 
and M.F. Husain, have worked their way through various 
charactristic antecedents as well as many schools, and "isms" 
of modern Western art and now stand at a pomising point of 
germination.** 
It can truly be said that the traditions of both East and 
West now constitute meaningful experiences for all the world's 
artists. And, whether it is a comfortable thought or not, we 
seem to be moving more and more toward a common world 
culture. Present day art, the world over, tends to suggest this. 
As art in the past functioned to reflect the characteristics of 
the periods in which it was created, it might very well today 
be pointing to and anticipating the imminent future. Indeed, this 
prophetic or visionary character of art has always presented an 
intriguing but difficult barrier to the average viewer which can 
only be surmounted with effort. For the true artist has always 
been a man sensitive to his times and culture and appears to 
be ahead of his fellow creatures who. with their vision 
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oriented to the past, many times miss the significance of the 
present. Thus critics are needed to interpret the artist to the 
community Galleries and museums also should participate in 
this activity. 
There are numerous museums in India, primarily 
archaeological in nature, who effectively present their materials 
to the pubic. But the art gallery, as it is known in the West, 
as an active force to stimulate the creation and appreciation 
of contemporary art has yet to emerge. The National Gallery 
of Modern Art, in New Delhi, has a found for the purchase 
of contemporary works and pursues it decisively However, as 
an aggressive institution for stimulating interests in art, it has 
yet to manifest itself. It is functioning more as archive rather 
than as a community or national center for the arts. They have 
seen and are knowledgeable, in a superficial way, of trends in 
contemporary Western art, but this has been primarily gained 
from reproductions in art magazines and books.^ Therefore, the 
many significant functions which only the gallery can perform 
and contribute to a growing art tradition has yet to be 
fulfilled. 
If present day painting in India presents a dilemma that, 
perhaps, is its reality and strength. For diversity is not only 
an Indian condition; it is the hallmark of creativity. Indeed, 
[77] 
there would never be at all if there were no diverse 
positions, for each artist feels his vision and contribution to 
be unique. All great are movements have ceased to be alive 
once their ideas came together and became codified into an 
academy. But the real excitement found in India contemporary 
painting is that of diversity and virility and the self-
consciousness of being and 'Indian' artist is dropping away 
from the mature painters. For. if a painter is to become a 
truly Indian artist, this equality will emerge despite any 
negative or positive desire on his part. He will not be proven 
to be more Indian by painting women in saris, going to a 
well, with pots on their heads. 
[78] 
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CHAPTER 4 
THE DEPICTION OF MYTHICAL AND 
LEGENDRY ELEMENTS BY M.F. HUSAIN 
The Indian contemporary art takes us to the virtual genesis 
by the legendary painting of M.F. Husain. Husain is the modern 
painter to interpret the religious thinking and to make them 
famous at the national and international level. The element of 
his paintings at the 20th century, his religious painting as 
portraits, theatrical compositions and his subjects from the 
ancient myth and legends have to acquire a flesh and blood 
reality fashioning to a new rational as called the modern art at 
that time. While borrowing from the Mughal. Buddha and Ajanta 
and tradition of mural paintings he chose to paint in the modern 
idiom simulating visual reality through naturalistic methods of 
depiction and often Western neo-classical in inspiration, to 
make them viable as Indian cultural symbols. He has in his 
paintings achieve to make the passage from western to India, 
from the 'real' to the ionic. He uses individual models and real 
ladies acquired in his paintings' the layers of other signification 
as religious, social, aesthetic, symbols and mythic, which 
transformed them in to feminine and national emblem in his 
paintings, Mahabharat, Ramayana Duldul, (Tazia). Marathi woman 
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1950, Women at work (1950) Holi 1951, Calligraphic Landscape 
(1953), Passage of time of Time (1954), three Headed Man with 
Two Headed Bull (1954), Blue Night 1959, Tulsi (1961), 
Mother Teresa and others. 
Another themes inspired by him insist to karbala is 'Duidul 
Horse' (1967) which is the Imam Husain's horse. It has 
appeared in Husain's early works. Often Husain sketches this 
differently, almost like toy. In 'Horses' chasing the sun, in one 
corner, the spherical sun appears like a round football and it is 
being chased by the three or four black and white horse, the 
horses that looked back" has a novel theme. The unique 
structure bears Husain's insignia.' The main figure has the 
outline feeling as a toy. The smaller horse suggests dark 
thoughts. The two together recreate the convention of the horses 
of the 'Tazias' with whose rendering Husian was so intimately 
associated in his youth. In addition to the symbolic use of form 
to emotional meaning, a new and inverse factor drived from folk 
art, appears to have entered into this painting. In using the 
abstract shape of a wooden toy. The horse as a multimedium 
essential symbolic motive was itself to create interest in Husain. 
The equine structure bears Husain's insignia on the, other hand 
behind the horse is also a symbol from the Muharram ritual. 
The figure sketched to the right of the painting is abstract. It if 
one thinks of it as representing the total devastation on a 
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battle field', then one can easily link it with Karbala.^ For 
Husain, the horse seem to stand for super human trees, with 
great power which is not only for its stampeding arrogance, but 
because of its greater sophistication Husain's many 
characteristic themes for many years has been his horse. 
A number of mythical which link the past with the present 
assume symbolic significance for simple village folk, to the 
stories of the Ramayana Mahabharata with devotion and faith. 
The identify with Hanuman who supposed to have lifted an 
entire mountain to rescue Lakshmana and with the Mahabharata 
warrior Arjuna. In the Ramlila performances, in their sculptures 
books and even on the walls of their homes and temples these 
same symbols are seen to allaround and he was able to capture 
its drama is Mahabharata series. 
Husain writes in his Ramayana series during 1968, "I 
decided to create the Ramayana series to find again the symbol 
and the roots those are the images of gods and goddesses 
which are familiar to the village people or the majority of 
people in India. To relate these symbols and images to the 
present situation that is my purpose in creating to make these 
symbols appear alive.^ 
Along with the Ramayana and Mahabharata series Husain 
has also painted a series on Hanuman. Hanuman's body is 
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.shown in different poses in these pictures. Hanuman is originally 
a monkey so that his movements are like those of a, 
mischievous animals, like Hanuman, he is also fascinated by 
Ganapati. Again, this elephant headed god takes up many forms. 
We are familiar with these forms in ancient Indian art, 
especially sculpture. But it carries an unknown sense of drama, 
Husain has used some of the strokes to create this image. "The 
Mahabharata paintings were exhibited at the Sao Paulo Biennial 
in 1971 where Husain participated as special invitee along with 
Picasso. The tide was against figurative work and his painting 
went unnoticed. But for Husain they were of a special 
significance intertwining the destiny of the characters from the 
past with the present.^ 
'Ganesh Darwaza' 1963 is Husain's painting as the 
Mythical and exhibited at the Pundole Art Gallery. Husain says, 
"At that time, my brush was full of the vibrant colours of 
Rajasthan, violent and intense like a Rajput warrior madly in 
love with a Mughal maiden in marble. A union of gold and 
silver. A synthesis of two dynamic cultures. My travels through 
Rajasthan were replete with valuable image''-
Husain's paintings after his Haj Pilgrimage were 
exhibited. We have Husain's explanation of the 'Mecca' 
pilgrimage. Husain's Mecca' series showed a new approach. In 
the first place, with the use of wax and others mixed media. 
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his paintings acquired a different texture. Secondly, in addition 
to depicting the typical monuments, towers minarets, etc. of 
'Mecca - Medina, he made extensive use of Arabic calligraphy 
and painted inscription from the 'Holy Quran". As a result each 
painting acquired a different, characteristic beauty, an easy 
natural symbolism. But as a matter of faith as legendry his 
inner religious, these paintings show how deeply Husain studies 
the theme on which he was working. 
The painting of Husain on the these Myths of the 
traditions and an increasing tendency to generic symbolization, 
are exemplified in two of his paintings of this period, yellow 
kite painted by following his first visit to Europe, is a 
simplified and geometrical rendering of a female figure seated in 
a surrounding of rich red. with a small kite in the upper right 
corner, connected with the woman by a rectangle of yellow 
light, the arrangement of lines and colours makes this kite with 
a human face appear to fly straight out of the woman's 
consciousness. 
Husain's old photographs, as well as his self-portraits, give 
us an idea of his appearance during the Bhulbhai days. The 
legendary Dutch artist. Rembrandt, painted many self-portraits, at 
different periods of his life. The clearly noticeable 
transformation in his face, in his expression, and in his attire 
are really thrilling. Artists have traditionally painted self-
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portraits. Although Husain has painted only about four or five 
self-portraits, the changes in his appearance are very noticeable. 
His self-portrait, looking at the observer, stands a little at an 
angle, with his palette in hand. But he presents his full face, 
never a profile. A self-portrait done in profile is very rare. 
This IS hovk Husain may be, the every thing we see. A self-
portrait, with a paletter in his hand and a canvas on an easel. 
What could be be painting? Probably a self-portrait again. This 
process can continue and infinitum. 
''Husain gave up his cap many years ago. His self portraits 
of the interim's period do not show there is obstacle. Those 
self portrait make him look like a Mullah or a Maulwi. In his 
1957s self portrait, the cap is missing. This is one which shows 
the influence of Souza's style. 
In the 1965 Husain painted three Religious leaders, the 
middle man look like Husain and so does the Mullah in Mullah 
and Miriam, of course this likeness has been done to lease the 
viewers. That the Mullah should remind on of Husain is visual 
trick he plays. Yet Husain is not unaware that his face and 
beared suit a religious leaders appearance and he tease his 
viewers bases on this confidence. This painting belong to the 
category of paintings of monkary. The former has it beginnings 
in the painting of Three Monks, as will as the self important 
and rigid image of man as the initiator Mullah and Marriam is 
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ritualistic parody in series black and white the mullah in a 
seated black figure a grave shadow touched with active write 
around the face and on the hand. Marriam kneels beside him in 
the posture of a familant.'' 
Husain's religious temper and the orthodox religious 
education received from his grandparent in Siddhpur is well 
known. His long beard or the cap he used to wear are not just 
external manifestations. Instead they suggest the deeply religious 
and follower of Allah. This is exactly what Husain expresses 
naturally in his self-portraits and his paintings of Mullah and 
Maulavi. 
Husain creates human characters that confront his emotive 
ideas; to reach further into the terrain's of the human condition, 
he introduces with them, a dialogue of metaphorical characters. 
Thus his art is studied with symbolic images that are introduced 
naturally and in continual juxtaposition with the more explicitly 
images. These symbols are not to be read in any literal sense. 
They are to be comprehended as they are painted, intuitively, 
with their own fluid logic. Their untold element reveals itself in 
relation to other happenings within the context and seldom needs 
outside reference. The symbols are generally borrowed from 
traditional pictorial convention and mythology: a bird in cage, a 
lamp, a cactus, a spider, an outspread palm. Several times when 
they are not sufficiently transmuted or when they are mere 
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pictorial flourishes they dilute the deeper intentions of the 
statement. In his best painting however, they perform actively; 
change meanings, relate unexpectedly to each other and establish 
new relationship within a fully integrated formal structure. Then 
Husain is able to create personal myths that are provocative, 
intimate, incursions into the unconcious.'* 
While Husain's paintings do have an immediate local 
context, the essential concern of his art is archetypal: it 
explores of life, love, and death. The figures in his paintings 
personally emotions not socio, relationships. Each comes robed 
in its own solitary identity, the structure of the grouping 
accentuating the monumental character of the individual figure. 
Husain's paintings finally create a closed world, a picture which 
is the nature of culture that carries its interest with it 
wherever it goes. 
Being Husain's first film it is native and this is one of the 
crucial factors of its success after his select medium there is 
an inevitable slight mistake into over sophistication. For Husian 
as painter it seems to have become difficult to recall a 
freshness of vision. The medium has known too long how to 
state it and permits more cliches than compositions. With a new 
medium he is again looking as it for the first time. The only 
regret is that he has interpolated pseudo-symbols. They demand 
to be understand extra pictorially yet if one concedes, the 
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despairing after a shoe or the lantern forgotten in the desert 
only provide banal messages. Which should also be mentioned 
as important catalyst of this change for his paintings which are 
not entirely abstract" 
His art had recognized the thin balance of loving with 
differences, hoping they shall not become divisions or violent 
barriers, and yet aware of the imminent disintegration. As a 
result the sense of a cohesive multiplicity falls apart. The 
unifying threads of the diversity seem to slip away, and this tug 
of has creates the tension which motivates his work.'" These 
ideas would receive a jolt during the 1990's especially with the 
demolition of the Babri Masjid in December 1992, temporarily 
dissolving his colourfull simultaneity into a brooding darkness. 
Dutta writes about the people in Husain's paintings: 
"Husain has given them a symbolic and Mythically expression 
of peace. Look at their fingers and hands . Husain has created 
for them a special choreography, more eloquent, more expressive 
than any naturalistic portrayal. They are the little man and 
woman caught in the little tension of their petty lives that often 
verge on the tragic"." 
Husain's allegiance, the Indian mythical and legendry and 
romance has no further import than as the choice of the subject 
matters for his art, a peg to hang in on, the criticism that, in a 
firm anchorage in national heritage, is wide of the mark; what 
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is important is there solution of his particular aesthetic problem, 
which is first and last. The organization of a personal 
iconography . 
M.F. Husain, who belongs in fact to different context, to 
the Bombay progressives, is also engaged in the portrayed of 
India. He brings the villagers right into the present, rather like a 
mascot figure, playful, energetic, his villagers have the quality 
of great animate puppets meant as though to be carried adopt 
by the liberal vanguard of India.'^ Husain straddles a transition 
point. He brings 'forward" not only Amirata Sher-Gill and 
Mukherjee but Tagore's introspective dream pictures which had 
introduced the irresponsible courage that is the modern art as 
understood by Jamini Roy. ''Jamini Roy the first expression of 
national idealism is than a rehabilitation of the past. We have 
turned from the imitation of European formulae to follow the 
historical development of our own beliefs, our architecture 
sculpture, music and literature." 
Maqbool Fida Husian who is virtually a national emblem 
was able to, with equal felicity, make paintings which were 
rooted in Indian tradition and yet were modern. Paintings like 
'Marathi woman" or 'Balaram street" or 'women at work' had 
strong sturdy peasant figures transmuted into a magical space 
which was mythical and real at the same time. The inspiration 
for many of these forms came from the street life of his 
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neighborhood in Bombay inhabited as it was by prostitute 
stouts, and others. These were people who monumental in their 
struggle for a daily existence and Husain imbued then with an 
aural. 
A brief review of is careers work yields its own analysis 
Husain's most significant work has been born of his tactile 
inter-play with the given circumstance. It is produced at the 
edge, when the supposed inevitability of the circumstance is 
already transcended while its powers linger and vibrate. And it 
is moot question whether the pressures of struggling involvement 
distilled through calculated aloofness, were not altogether more 
challenging for him, whether the clear emergence of recent years 
does not infect leave him a little adrift.'^ 
An awareness and continual assessment of his creative 
process as expressed in his more significant work, enables an 
artist to keep a grasp over his essential meatier, There is no 
rigidity aboty the creative process and a phase of reversal may 
at different points be an experimental necessity. But Husain's 
career is full of such tangents, where even the nucleus 
involvement is not maintained. He has often intended to ignore 
that his creative impulse relates to the human conditioning an 
expressionistic idiom and begun elements to paint as if his 
concern was with a purely pictorial structure. In manipulating 
the elements and emaciating the subject' he is cheating himself 
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out of his own genius the painter lines. The direction of brush 
strokes, the treatment of colour transition, the thrust of the line 
can almost be predicted. The personal handwriting becomes a 
convention and what are ostensibly his infallible powers, 
become also his stumbling blocks. Husain approach with this 
reference was fundamental to Indian art. He painted a very 
significant patter of assimilating Indianness 
[91] 
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CHAPTER 5 
DISTINCTIVE FEATURE OF M.F. HUSAIN'S 
PAINTING 
Maqbool Fida Husain had been exposed to the works of 
many great and Master European artists, when he joined the 
'progressive Ar t i s t s ' Group (PAG), during the days of 
independence of India, "It is possible that Newton introduced 
Husain to these 20th century experiment artists."' The P.A.G had 
been greatly influenced by the German Expressionists and its 
reproductions of works technique and style. 
M.F. Husain saw Jain and Basohli miniature paintings in his 
early days. Many Basohli, Jain and Mughal miniatures paintings 
impressed him many of the Jain collections have miniatures 
illuminating manuscripts as well as independent miniatures that 
impressed him to a great extent. These miniature paintings as 
Basohli were produced in the Punjab hills at the end of 17th 
century Kangra Velly miniature were very fond in numbers of 
large scale, these miniatures did not produce attention for him 
thus did not attract any significant attention for Husain. These 
miniatures, col lect ions many Museums Galler ies as Shimla 
Museum, J. Nehru Gallery in London, Victoria and Albert 
Museum London. Husain visited these collections at a later date. 
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In 1952, he went to China as a member of a cultural 
delegation. There he met Mr. Ch' i Pai-shih then China's leading 
contemporary painter, he was very much influenced by Chinese 
calligraphy and brush work. A new door opened for him. The 
heavy lines employed to separate the colours. In the painting 
'Marathi woman' Husain executed on his return. The heavy lines 
employed to spare the column which, confirms another elements 
of his subsequent technique. Later, his sweeping brush strokes in 
ink in later work echo the Chinese techniques. 
Husain's style evolves through the 'Maulavi' the drawing of 
the figure and application of colour, "In this painting, the 
bearded Maulavi, a Turkish fez on his head, is sitting on a 
striped seat, 'Holy Quran' in his hands. A seated figure is seen 
on his right. Instead of a brush, the painting has to be executed 
with a palette knife. The technique shows the touch of a master 
stoke. He painted 'Duldul Horse" its very stylish picture theme is 
Imam Husain horse, who played an important role on the karbala 
battle field. He painted at that time Muharram on the surface, it 
appears disordered. Two female figures depicted. These paintings 
'Maulavi. 'Duldul Horse' and 'Muharram' indicate the profound 
religious grooming that has been part of Husain since his youth, 
he has included this religious streak both as an individual and as 
an artist. 
In 1952 Husain's painting 'Malwa Landscape' is important 
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painting because it is a rare work which depicts the local culture 
where Husain grew up. Its perspective is artificial, like that of a 
miniature. In the distance we see a range of mountains and 
houses, in the fore ground there is a large tree with a woman 
and child engulfed in branches, the ground is seen in the center, 
and also depicting a road. This 'Malwa landscape' is a soul-
stirring painting. He has followed the dictates of his heart in 
painting this landscape. 
Husain first visit was to Europe in 1953. In Berne , 
Switzerland, and the Kunst museum, he saw Paul Klee's paintings. 
He visited museums and Galleries in other cities in Europe and 
gained a broader view of western art, he had known Paul Klee's 
work in India, one of Klee's remarks. "I should like to demand, 
over and above feeling, movement."- Struck a responsive chord in 
Husain, Husain had an intimate look at Paul Klee 's work at 
Berne, had a liberating influence on his view of line and form 
and space. 
Husain's 1954 Khajuraho Sketches have many salient features. 
An elephant with two men astride, it remind one of the Khajuraho 
Sculptures. The picture of the woman astride the elephants head 
with a sword held in her hand is similarly striking. The feminine 
grace of the Khajuraho sculptures is echoed in her sketches. 
Husain's consummate skill is seen in these sketches. 
Husain's 1955 Painting 'Zameen' won the Lalit Kala Academi 
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award at its annual exhibition. Eight squares have been drawn on 
a rectangular canvas and in then symbols a house, a wheel, a 
tree had been painted. The human figure had no importance in 
this scheme. A few figures are seen on one side and in another 
corner there is a snake done in the Tantric manner. 
In 1956, Husain painted a memorable painting 'Between the 
Spider and Lamp', some letters have been scribble on the back 
wall, four women are in front. One has lantern on her head. 
Other one holds a spider with a tant thread. The Women's face 
shows fear, only the heads of two other women are seen and the 
last woman is shown is her full posture but she looks away. The 
unknown of this painting, unlike that of 'between the spider and 
the lamp' , has a sense of lowering menace about it. good-
humored mystery is replaced by cosmic anxiety, "as Herbert Rad, 
discussing the evolution of Expressionism remarked, metaphysical 
anxiety is no longer only Germanic and north European, it now 
characterized the whole of the modern world\ as sensitive artist 
like Husain. 
Contemporary painters rarely paint such a simple but 
meaningful picture. Husain has reached the towering highest of 
deep symbolism. This painting and the film 'Through the Eyes of 
a painter ' have a relat ionship that needs to be explored to 
understand a basic continuity in Husain work. In both the ethic 
and Myth is Rajasthani and symbols Legendary of Indian such as 
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the lantern are common to both. This big also plumps the soul of 
Indian womanhood with the help of one comic incident. 
Satyajit Ray's first film "Father Panchali". This film as a 
very poetic touched all its viewers. Husain who had been raised 
in the world of the cinema, expressed his actions through some 
powerful drawings, the exhibition of which was held on the 
veranda of the Bhulabhai institute. Husain's strokes are inherently 
strong one picture of a bullock, the bullock is the backbone of 
Indian agriculture, equally useful for a plough and pulling a cart. 
'Patner Panchali' is set in rural Bengal. He did not blindly 
imitate Satyajit Ray's images. 
In the 'Pather Panchali" hoarding Apu and Durga are running 
towards a train that is semi-through a fence of 'Kaash' flowers. 
Husain has previously sketched or painted this scene. In a corner, 
Husain has painted the grandmother of that poverty stricken 
Bengali village family. He has also painted a heart wrenching 
symbolic scene, of the idol-immersion that takes place during 
Durga Puja.^  Husain created that hoarding is completely different 
style with the charcoal he quickly sketched a back view of there 
picture execute perfect likeness, but only if he feels like. 
Satyajit Ray's images, and the strength of Husain's figure of 
the bullock reminds of the bison painted in the prehistoric cave 
of Altamira in North Spain. Husain's strokes are as rhythmic as 
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they are powerful. These qualities in his pictures belong to 
'pather Panchali' which is five decayed old. 
M.F. Husain, representing both the common man and the 
creative artist, progressive Artists Group heralded a whole new 
freedom for Indian Art. Social background had seemingly become 
irrelevant. He was nominated eminent artist member of the Lalit 
Kala Akademi which organized the first national exhibition a year 
later, in 1955 he got his first national award for his huge 
painting 'Zameen" his reputation was entrenched. Husain says that 
"In this painting I brought the village life together. The other 
thing was that like the Jain miniatures. The sections idea, but 
given an organic feel in which you tell a story. This was the 
first time I used this method. R. Von Leyden referred the work 
to Beckmann's wild beast force, but at that time I did not know 
about German Expressionism. After that I got a few books on 
German expressionism." His themes were especially drown from 
rural life, there was a romanticizing of the life the people, his 
early works conform to the general pattern Husain's paintings. 
There is already inherent in the otherwise conventional naturalism 
a sureness of forms. Sense, of rhythm sets the picture surface 
into a sweeping movements. 
His painting 'Zameen' had been purchased by the national 
gallery of Modern Art and the sale of his paintings brought him 
a very respectable income.^ 
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Husain's has painted 'Dolls wedding' in 1956, has used the 
colour bronze almost like water colour. To patches of white stand 
in contrast one could say that the children playing in this have 
painted very differently than in his usual style "The influence of 
Picasso's manner is evident in the lines''^ On one side of the 
painting, a young girl beats a drum. The lines and colour scheme 
composition and method of applying colour are all angle of the 
painting, completely different from, moral technique, this work is 
of particular significance. 
He has painted in 1957 'Self Portrait' to show the influence 
of Souza, padmasee and Tayeb Mehta's 'Heads' Husain has also 
independently painted a 'head' in the same fashion. Husain has 
narrowed his own forehead. The figure is enclosed in thick lines. 
Impost has been used freely with large areas in white, Husain has 
been dressed in bourgeois style. This is an excellent self 
portrait.** 
The 'Cactus ' , which is almost a monochrome, he shows a 
nude woman with her breasts prominent. Her baby is around with 
that of the horse as if they are a lovelorn couple in the throws 
of sexual position. 
In the 1958 a painting an title, 'Woman and Horse' and in 
J 961. Horses these paintings are of the most powerful symbols in 
Husain's works are brought together. The woman and the horse is 
compositely rendered as an explosive change of life in both 
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paintings. The figures in horse are painted in staccato lines and 
flat patches of colour. The woman in unquiet yellow, brown, and 
orange, where as the horses mostly in white and dark brown. The 
sky at back is a restless blue, a black sun rolls on the ground 
at the horses feet' these are symbolic, as though she role wind. 
There seem to be enough ecstasy of sex in this paintings together 
all of life. 
Blue Night shows a woman reading to a prayer book, this 
theme recurs frequently in our ancient sculptures. The lamb is the 
only blue part of blue Night. Husain created the exquisite 
'Fatima". This also goes by the Title 'Padmini'. He also shows in 
this figure a woman sat with a prayer book in her hand, here he 
has used a subtle shade of blue colour in the woman's face and 
in clothes also. The locket around the woman's neck brings to 
mind a similar decoration affected by the woman in 'Blue Night', 
'infect, Fatima' should have been titled 'Blue Night' Husain has 
made free use of the colour blue, it would certainly have been 
befitting to call the painting of this blue faced, and blue clothed 
woman. 'Blue Night' Husain has used night as the theme and 
showed that the woman is literally bathed in the blue colour. 
Being her is also seen a blue light.'" Husain often uses a lamp 
or lantern and Horse in. 
M.F. Husain's art originates from his tackle contact with life 
and brings to it an interpretive insight, recognizing the moment 
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when the subject reveals its truth. He establishes a relationship 
with the movement of life, and his art is not of the moment. The 
dynamic and elemental forces are held in tension within a 
captured movements. He selects images that hold essences and 
can be made to enact a persistent visual drama in the picture 
space. 
The Indian parliament is adorned by a painter and artist 
whose genius has been acclaimed all over the world. Husain 
starting his carrier as a cinema poster painter. Husain blossomed 
into a unique and human artists, who has painted an astonishing 
range of subjects including the Ramanyana, Mahabharata, Mother 
Teressa, Horses. Sunil Gavaskar, The dolTs wedding, Duldul 
Horse. Durga, Holi, Jawaharlal Nehru. Three monks etc. which are 
of Roman effects. 
Early days of his carrier, deliberately pick up modern art of 
Indian history to create his own style in art and Indian 
contemporary painting form the classical period of Guptas, 
Mughals and modern art. The sensuous was started from the 
female body. Next, was the old period of Indian tradition, folk 
elements. M.F. Husain is acquiring a control over different 
mediums, from brush to pen and pen to charcoal and now paper 
cuts. His creativity lies in the coordination of hand and mind. 
Husain is creating one of the greatest painting of life. An 
eighteen feet land mural on canvas in oil entitled, 'Village life' is 
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descriptive of a village panorama, sweeping the Horizon with its 
situation of human life. 
Husain gained International fame and reputation (as 
contemporary artist) with very success has added more colour and 
subjects to his personality and accelerated the pace office 
itinerant's foot loose and fanciful life, the life freedom as he 
obviously regards position." 
Husain creates human characters that confront his emotive 
ideas; to reach further into the terrain's of the human condition he 
introduces with them, a dialogue of metaphorical characters. Thus 
his art is studied with symbolic - images that are introduced 
naturally and in continual Juxta position with more explicit 
images. These symbols are not to be read in any literal sense. 
To be comprehended as he has painted, intuitively, with his own 
fluid logic, element reveals itself in relation to other happening 
within the content and seldom needs outside reference. The 
symbols are generally borrowed from tradi t ional pictorial 
conventions and mythology : a bird in cage, a lamp, a cactus, a 
spider, an outspread palm, several times when they are not 
sufficiently transmuted or when he is more pictorial flourishes 
dilute the deeper intentions of the statement. 
At the time when M.F. Husain started his career, there was a 
great dearth usual material concerning to modern western art 
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available to the Indian Artist. In 1947, under the influence of his 
new found artist friends, he took in all sorts of influence in the 
some breath. On the one hand Picasso, Nolde, and on the other, 
Indian Sculpture especially the smiling, big breasted lakis of the 
Kusana period. 
Husain has always painted, along with his figures a variety 
of metaphors and symbols that are literary scared, eccentric , or 
merely decorative. The sources of these are varied: the bird in 
cage, the lamp, the sun and the moon are literary images as 
frequent in Sanskrit as in urdu verse. And other important 
experiment had done was to give to his viewer every thing that 
helps communicate, epics forms, classical symbols mythology and 
characters from the puranic lore in his paintings. Husain even 
writes on the canvas He is obessed about the viewer grasping 
the theme about being able to reach Indians at large thinking for 
the social life. 
Husain's interest in cinema has been with him since 
childhood. He says "I wanted to be a film-maker. In Indor my 
father used to let me go only twice a year for films but I was 
so crazy about cinema, I joined an evening class for painting only 
because I could go to the cinema. Even in those days I used to 
see the structure of the images. I was a great fan of Cohn ford 
and Frank Capra."'^ 
To begin his adventurous foray as a poster painter he took 
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up a steady job with a firm designed and manufactured children's 
nursery furniture. He did this job for many years, until 1947, and 
earned enough money for his family and paintings. 
Husain has painted this in a completely different manner as 
boldly, fearlessly, this is truly modern art Judges were of the 
Bombay Art Society and why they have not award Husain with a 
gold medal remains a mystery. Yet it is true, his painting 'Man' 
would shock the traditionalists. Man is an ambitious work in his 
early days, which was displayed at the annual exhibition of the 
Bombay Art society and was expected to win the gold medal. 
That did not happen and after that Husain never entered his 
paintings in that exhibition. The main figure in this painting is a 
man squatting on the floor. Surrounding him is a madely of 
human and animal figures. Some of the figures look like dolls 
one is upside down and stand behind the hump of a jet black 
bullock. The configuration of the various figures is indeed 
intriguing",''' There we see that many patched resembling copper 
plates he has painted this in a completely different manner. It is 
true that 'Man' would shock the traditionalists. 
Peerbhoy says. "This is an analytical work, bringing to the 
surface the psychosis which has torn the man from his happily 
home and hurled him into a conflict. Here colours express a new 
emotion, with dark colours emphasizing the evil in the nature of 
man colour and symbols are the content of the conflict man 
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dreams of destroying before creating"'"* 
The figures in the 'Holi' painting in 1951 are arranged in the 
Indian tradition theme seems conventional. The colours however, 
evoke the joyous spirit of Holi festival. 
Along with the Ramayana and Mahabharata series, and 
Hanuman, he also painted Ganesh Darwaza. Husian has drawn a 
Ganapati with a nymph like figure on his lap showing lord 
Ganesha is accompanied by Riddhi and Siddhi, two goddesses 
draped in traditional nine yard series, the participation's around it 
are so realistic that one can almost see a warrior on horseback 
with his sword in hand emerging from this Ganesha Darwaza. 
Herwitz says: "He takes pride in the fact that when his epic 
series were taken out to the villages and exhibited on site, 
reaction was immediate and comprehending. Husain 's aim of 
recovering India 's roots is also the aim of reaching and 
acknowledging a popular Indian audience by speaking directly with 
the common stock of symbols and images. Husain loves art that 
exists right out in the open in the context of daily life. This has 
led him to become involved in producing a monumental stream 
of murals, tapestries and, recently, architectural works. These 
enter the unbroken tradition of public-on site art in India. Art that 
exists in temples, churches, houses, and on the streets in the form 
of saris. Jewels, religious objects, bullock carts and animal 
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decoration as well as in sculpture, painting, architecture, music an 
dance. His toys, furniture, tapestries, rugs, and paintings on 
perspex and murals are made to exist in the world at large."''' 
Husain really surprised everyone when he began painting as 
abstract by no stretch of imagination who can be considered an 
abstract painter of course, it is his privilege as to what he 
chooses to paints He started on a completely different kind of 
painting which caught his fancy at that moment. This creation of 
Husain was inevitable. He answered his inner yearning and he 
proclaimed his Indianness. Husain who was steeped in the Muslim 
tradition and could respond to the Ramayana- Mahabharata as 
well. Husain, who was raised and enriched with ancient tradition, 
derived unique dynamism from the ethnic narrative tradition. 
[107] 
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CHAPTER 6 
A CRITICAL EVALUATION OF 
M.F. HUSAIN'S ART AND THOUGHT 
Indian Art remained a collective expression of the social 
experience of the people, India has manifested a peculiar 
genius to assimilate and absorb foreign elements so well as it 
leave hardly any trace of the original influence. The 
pronounced trait in the Indian character exerted a profound 
influence in shaping the social order, cultures Traditions, epics 
and religious theme. The process of absorption and giving a 
'new look' to the older features was a long one extending 
from the Vedic age far down into the medieval period of the 
Indian history. 
This chapter will deal with the M.F. Husain's selected 
Mythical & Legendary paintings. Husain's art originates from 
his tactile contact with life and brings to it an interpretive 
insight recognizing the moment when the subject reveals its 
truth. The symbols are generally borrowed from traditional 
pictorial conventions and mythology : a bird in cage, a cactus, 
a spider, an out spread palm. Husain's sensibility comes 
through, as expressionistic but is very different from the 
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European expressionistic with whom the term is associated. It 
is a muted expressionism except some early paintings are 
emotional outburst. Figures are always touched by a prideful 
aloofness, a some of irony even detachment. In general, 
characters in painting possesses a dialectical life and these 
characters establish a relationship with the outside world from 
which they are drawn and upon which they comment driving 
their humanness. 
In the years after independence, the Indian painting was 
just vitalizing itself after the decline of the Bengal School but 
as well as recognizing the intervention contribution of Amrita 
Sher-Gill, Rabindar Nath Tagor, Jamini Roy, George - Keyt, 
after these big names, the contemporary painters are F.N. 
Souza, S.H. Raza, K.H. Ara, H.A. Gade, M.F. Husain, 
Gagender Nath. Ramkinkar, Nandlal Bose, Tyeb Mehta, Akbar 
Padamsi, S.Gujral R.S. Bisht, K.S. Kulkarni and A. 
Ramachandram. Among these artists, M.F. Husain is a 
genius. He does not seem to belong to any local or social 
context any more and seldom participates in the organized 
activities of society having given himself over to a nomadic 
existence he touches upon the unexpected and idiosyncratic turn 
in human lines. It proves that he has learnt to maintain a 
balance between the world and himself. Genius artist allows to 
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hold together precariously, desperate contacts, influence, 
inspiration without becoming entirely enmeshed in them. He did 
so. 
In beginnings years, he was deeply entrenched in poverty., 
because he had to maintain six children out of his little source 
of income. In this situation, he began to work in a toy 
factory. He used to design toys, cut them in fret wood and 
paint them. He spent many years in this profession. 
M.F. Husain is an expressionistic and impressionistic artist 
of independent thinking, whatever may be the shape and 
drawing in the paintings but expression of ideas is good, the 
artist has succeeded an depicting the same atmosphere that he 
has desired. He is not a traditional artist. He supports 
whatever latest progress the art has made and take delight in 
doing experiment in the styles based on latest researches.' 
Husains creativity has of flown in to thousand directions as 
films, murals sculptures, designing, and social, epics, 
traditional, religious, legendary'. He has left his stamp on such 
structures as modern paintings different style and technique, 
and trends to contemporary paintings. 
"My paintings drawings and the recent paper work has 
been directly influenced by my experiences of traditional Indian 
dolls, paper toys, shapes galore. The experience of being with 
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them and the inspiration to create them are inseparable. A 
painter is a child in his purity of feeling, for only then he 
creates with authenticity of his being."^ 
The early influences which build the spirit of Husain, his 
traditional background the family. Being a Muslim monolithic 
is a part of faith, that demanding to the individual. He is also 
a Urdu poet, who accepts mediocrity on a virtue which draws 
to an inner life. Since, he has a sensitive soul which has the 
respects for other but it is not likely to revolt against the 
convention of particular socio-economic set-up. So, he must 
have learnt to maintain this creative tension between social 
involvement and individual freedom. 
Husain spent his free time reading the romantic urdu 
poetry novel and formed a relief from the bondage in a 
regular way of life. Husain recited an urdu copulate he had 
composed; 
"What's the world coming to? 
The pot has upturned 
And the coin is false"'' 
the socio-cultural situation of the late 1940's had the possible 
effects on the attitude of the M.F. Husain. Progressive painters 
of Bombay (Later also Delhi) were involved in pushing Indian 
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art into free expressiveness so that it might move on its own 
momentum towards a modern Indian Medium. 
Husain joined this progressive group of painters but 
approach in this context was fundamental to Indian art. The 
earliest painting between the period of 1948 - 52, are 
important because that shows the values of Indian art. These 
approach pushed him to hold a significant place in Husain's 
own development In the early paintings, he depicts his 
immediate environment. But later on these theme became more 
sophisticated work of art. 
Husain's painting started getting noticed in 1947 his first 
painting to be exhibited was 'Sunhera sansaar', at the annual 
exhibition of the Bombay Art society. Husain says "Ram 
Chatterjee wrote the first review of my work on this 
occasion. In that he praised my 'bold and judicious colours"''. 
As a young man he had taken a great delight in the 
myriad shapes and colour pattern of country made toys. 
"Husain's paintings of the post Delhi period are reminiscent of 
the toys which were his childhood companions, but created on 
a different - level of consciousness\ 
Husain is a introvert and formulates abstract conceptions 
with little correspondence to objective realities on symbolic 
themes as traditional mythical, social, religious and epic, used 
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symbolic colours expressive of his own romantic sensations, 
juxtaposed to attain strikingly evocative effects. Shiv Kapur 
says "Husain's art is the product of a society in a state of 
acute flux."^' Through this his role as a prophet is established. 
Husain's paintings shows a keen sense of design with the 
domination of colour. He has inherited this quality from his 
early pre-occupation as calligrapher. Initially he devoted himself 
to calligraphy. Calligraphy is the grammar and essence of 
design. Behzad was the founder of Mughal school in India for 
calligraphy and set the standard for powerful drawing and 
accurate draftsmanship. Husain's vigorous strokes in his early 
work are a positive indication of his strength in drawing and 
mastery of line designer specially balancing the two horizontal, 
is achieved by the architectonic arrangement of space and 
composition, have a deeply interwoven relationship. The wide 
areas suggesting volumetric combination, lines pregnant with 
unspeakable violence, the salient features of his art, 
Husain expresses a very revealing principle, written under 
the title 'Presence Hadrat' He says,' calligraphic skills not 
only in the mastery of the individual forms but also in their 
relationship to the surrounding space; the balance and rhythm 
of form and non-form calligraphy when it adopts the forms of 
the arabesque, deals with time and the infinite rhythms created 
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by the encounted of objects with space within defined 
borders"^ 
Husain displays his water colours paintings at Pandara art 
gallery. Bombay. Sufism is also the dominant theme of his 
painting, which is done through thrilling colours, calligraphy 
helped Husain to make use of it. Husain says "Calligraphy 
skill lies not only in the mastery of the individual forms but 
also their relationship to the surrounding space. The balance 
and the rhythm of form and non form calligraphy also 
encompasses the full expressive range of geometrical form" 
Speaking on Sufism Husain's says" Darkness and light are its 
archetypal symbols because the art natural, immediate self 
expression of a root experience of the divinity, some Sufi 
groups consider numbers the principle of being and the root of 
all sciences, they express them as the first effusion of spirit 
or intellect upon the soul. 
Husain has painted so many series on the mythical like 
Ramayana. Mahabharata, Durga, Parvati . Kali, Lakshmi, 
Sarswati. Duldul and Hanuman etc. Hanuman is originally a 
monkey and so that his moments are those of cavorting 
mischievous animal. Husain is also fascinated by Ganapatu, 
again, this elephant headed god take on many form. We are 
familiar with these forms through an ancient Indian art 
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specially sculpture. The dancing Ganapati is not common, but 
it carries an unknown sense of drama, Husain has used his 
strokes to create just this image In describing the Husain's 
work. Gita Kapur Says " That the painted holding the brushes 
in his mouth, and with the paint lines dangling from his toes, 
description appears exaggerated, because Husain was not the 
only one at work.** Each painter had a stool on which the 
paint can were place. Infact. it is hard to believe that he 
freely painted film scenes directly on the cloth without using 
the technique of squares. 
He is the earliest painter to perfect the technique of oil 
paint ing and to make it popular at the national and 
international level. " His medium is mainly oil. but he also 
makes pen and ink sketches"" 
The theoretical compositions and subjects of the ancient 
India regarding mythical and legendary were to get acquired a 
fresh blood, and reality. 
The modernist painter did not suffer from the anxiety of 
influence, to choose his roots from among cultures and 
traditions that were considered alien. What was borrowed was 
modified, without any definite break with tradition, modernism 
in Indian produced its own tradition. And this tradition has as 
many made by individuals who had in their work an 
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unmistakable sense of Indian present by Husain is the most 
authentic Indian variety of modernism in the trend of paintings 
that time. 
The next phase beginning from about 1953, often referred 
to as Husain's 'folk" period, was the result of a rather self-
conscious search for a style. At a time when indianness was 
a recurring issue. Husain partl> yielding to such indirect 
pressure and partly in continuation of his own involvement with 
the Indian environment, lookup a variety of themes based upon 
village, motives. The water colours, wooden toys and murals 
of this time had verine and charm, but they lacked a deeper 
aesthetic significance which Husain had already expressed in 
his earlier work. This was an early indication that precedence 
to pictorial considerations, without a corresponding personal 
involvement with the content tended to leave him with a 
mannered and decorative residence. During to this period, M.F. 
Husain painted like 'Marathi women' "Balaram Street ' and 
'Women at work ' , had strongly sturdy peasant figures 
transmuted into a magical space which was mythical and real 
at the same time. The inspiration for many of these forms 
came from the street life his neighborhood in Bombay inhabited 
as it was by prostitutes, touts and others. 
Far out of the mainstream of the Indian tradition, Husain 
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IS one of the few Indian painters who has struck out on a 
new path He has discarded all hoary stereotypes and tried to 
express himself in modern symbols An since the modern 
preoccupation is to simplify, we find his work lacking in 
redundancies which often clutter a work of art with prettiness 
and cleverness 
"Subdued colours, wide areas suggesting spatial and 
volumetric combinations, lines pregnant with unspeakable 
violence - these are in short the salient characteristics of 
Husain's art '" 
After completing his art studies in Bombay, Husain spent 
some years painting portraits in the academic manner There 
followed a trip to Delhi, where he discovered for the first 
time the precise and exquisite forms of the Mathura sculpture 
This was a new world opening before his eyes " 
He carefully studied the works of the ancient artists of 
India and decided to combine tradition with his own native 
bent Legendary symbolic themes As a young man he had 
taken a great delight in the myriad shapes and colour patterns 
of country made toys, and later, as a designer in a furnishing 
establishment in Bombay, he acquired that keen sensibility 
which can only develop in a milieu of hard plastic 
angularities Time passed and Husain, now a professional artist. 
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tried to revive the static existence of man and things. His 
paintings are glimpses of reality charged with a ponderous 
sense of existence. 
Once a sign board painter, he is completely self-taught 
and as such he is not cramped by academic formalism and 
theories of painting. In this works the element of traditional 
expressionism are the most eloquent. Husain is a great draughts 
man. a subtle colourist, a conscientious experimenters and a 
purist in technique'-, His influence on the younger generation is 
understanding the subject to them. 
The Mecca series are also called Sufi paintings, Husain 
writes about this : "God established all names and then 
effaces them in presence ' so a tradition re la tes . Divine 
presence are states or stations in which the absolute reveals 
itself to the myst ic in once of the forms of the Divine 
Names."''' God is present in this name at the same moment as 
he absent' this doctrine of immanence and transcendence in 
never to be forgotten by the Sufi. 
In the context of Mother Teresa. Husain writes "No idea 
how my mother Zainab looked like. She must be a 
Maharashtrian beauty from Pandharpur, clad in a vineyard 
sari, a goldplated ring dangling under her nose lip like linking 
temple bells of vithoba. I may have been a year and half. 
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when my mother bid farewell to this planet. She refused to get 
herself photographed.'^ 
Husain sketched those people who were monumental to 
their struggle for a daily existence. The most memorable early 
works is between the spider and lamp painted in 1956. where 
the heavy limped present woman who are at the same time 
statuesque, stand literally marking space between the lamp and 
mythical spider. The bold experiment strokes with which the 
figures are painted is matched by the calligraphic quality of 
the miniatures on top of the paintings. 
Husain was influenced by the grandeur and classicism of 
Indian art at this juncture was to state, 'one reason why I 
went back to the Gupta period of sculpture was to study the 
human form, when the British ruled we were taught to draw a 
figure with the proportions from Greek and Roman sculpture, 
that was what I thought was wrong in the east the human 
form is an entirely different structure the way a woman walks 
in the village that are three breaks from the feet, the hips 
and shoulder they more in rhythm the walk of a European, is 
erect an archair.'' 
There is a great proliferation in Husain's art both in 
themes and handling since around 1956. There are his 
Ragmala, Naritya, Series, Horses, priests, women, Ramayan 
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Mahabharata and theme are self- portraits. Ostensibly, the 
theme of the Husain are not problematic but when Husain 
painted theme for pictorial reasons, it does become a problem 
But most of the painters under these headings, are not clear 
in their meaning. Even Husain fails to understand the innermost 
meaning of the subject.. 
A number of myths which link the past with the present 
animal symbolic significance for simple village folk. They 
listen to the series of the Ramayan, Mahabharata and others 
old stories with devotion and faith. They identify with 
Hanuman who is supposed to have lifted an entire mountain 
to rescue Lakshmana and with the Mahabharata warrior Arjun. 
In the Ramlila performances, in their scriptures books and even 
on the walls of their homes and temples these very same 
symbols are seen. This was the award around Husain, and he 
was able to capture its drama in his series. Husain exhibited 
his Mahabharata series at in 1971. Later on the series was 
exhibited in Bombay at the pundole Art Gallery. Husain who 
was raised and enriched with ancient tradition, drived unique 
dynamic from the ethnic narrative tradition. 
The only regret is that he was interpolated pseudo 
symbols. They demand to be understood extrapictorially yet, if 
one concedes, the hand despairing after a shoe or the lantern 
[122] 
forgotten in the desert, only provide bonal messages. 
In manipulating the element and imitating the subject, he 
is cheating himself out of his own genius. He has developed 
moreover a virtuosity that itself because under repetition 
methodical painter lines. Thus, it can be said conclusively 
that Husain's comment - suggest a sharp intelligence and deep 
study of affairs around him. 
I must finally say that Husain's art is the art of power. 
Like Everest, it is there. It exists for its own sake, whether 
one likes it or not. 
[123] 
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